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Introduction	
	
	
On	August	26,	1859,	American	art	collector	and	writer	James	Jackson	Jarves	wrote	to	Charles	Eliot	
Norton,	fellow	Bostonian	and	trustee	of	the	Boston	Athenaeum,	about	his	plan	for	a	national	
museum	or	gallery	of	art,	preferably	to	be	located	in	Boston.	Since	his	move	to	Florence	in	1852,	he	
had	managed	to	assemble	a	collection	of	over	one-hundred	paintings1,	and	he	described	his	aims	to	
Norton	as	follows:	
“It	has	long	been	a	pet	scheme	of	mine	to	initiate	in	Boston	a	permanent	gallery	of	paintings,	
with	particular	reference	to	the	chronology,	motives,	and	technical	progress	of	Art,	from	the	
earliest	development	in	Italy	of	the	Christian	idea,	until	its	climax	in	the	matured	genius	of	its	
several	illustrious	schools.	Masterpieces	it	was	hopeless	to	expect	to	secure	(…)	[but]	it	was	
feasible	for	one	on	the	spot	to	get	together	a	valuable	collection	of	pictures,	covering	the	ground	
from	the	tenth	to	the	sixteenth	century,	characteristic	of	the	great	masters	and	their	schools,	
illustrating	the	history	of	Art.”2	
Unfortunately	for	Jarves,	his	plans	never	came	to	fruition:	an	attempt	to	raise	funds	in	Boston	came	
up	short	of	the	$20.000	asking	price,	and	later	attempts	to	permanently	house	the	collection	in	New	
York	also	came	to	nothing.3	In	the	end,	Jarves	made	an	arrangement	with	Yale	College	in	New	Haven	
that	his	collection	would	be	exhibited	for	three	years	at	the	Yale	School	of	Fine	Arts	in	exchange	for	a	
loan	of	$20.000	dollars,	and	Jarves	personally	supervised	the	hanging	of	the	pictures.	According	to	
the	terms	of	the	loan,	when	the	Jarves	did	not	repay	the	$20.000	owed,	the	collection	was	put	up	for	
auction	on	November	9,	1871.	It	was	sold	en	bloc	to	the	secretary	of	the	College,	who	was	the	
highest	–	and	only	–	bidder,	paying	$22.000	dollars,	covering	the	loan	and	three	years’	worth	of	
interest.4	
	 Jarves	holds	a	peculiar	place	in	the	historiography	of	American	collecting.	On	the	one	hand	
he	is	credited	with	writing	the	first	American	book	on	art,	creating	the	first	American	collection	of	
																																								 																				
1	According	to	the	1860	Descriptive	Catalogue,	by	1860	the	collection	was	comprised	of	145	paintings,	the	
earliest	dated	to	“about	A.D.	1200”,	and	the	latest	to	the	18th	century.	
2	The	letter	was	published	in	December	of	that	same	year	in	a	collection	of	letters	created	in	an	attempt	
to	raise	funds	to	fund	the	purchase	of	the	collection	for	Boston,	see	Norton	1859,	pp.	5-15.	Transcripts	of	
the	correspondence	between	Jarves	and	Norton	for	the	years	1859-1860	can	be	found	in	box	3	of	the	
James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
3	Steegmuller	1951,	pp.	164-225.		
4	Ibidem,	pp.	226-265;	Matheson	2001,	pp.	45-53.	
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early	Italian	art	–	decades	before	it	became	popular	with	Gilded	Age5	collectors	such	as	Isabella	
Stewart	Gardner	and	Henry	Clay	Frick	–	and	being	an	advocate	for	the	creation	of	a	national	
museum	more	than	a	decade	before	the	founding	of	institutions	like	the	Metropolitan	Museum	in	
New	York	and	the	Boston	Museum	of	Fine	Arts.	On	the	other	hand,	research	into	Jarves	has	been	
fragmented	and	far	and	few	between,	particularly	in	the	last	decades,	and	he	is	largely	unknown	to	
the	general	public	and	art	historians	alike.	Although	this	cannot	be	remedied	with	this	thesis	alone,	it	
shows	the	necessity	of	researching	Jarves	and	his	work	as	a	collector,	connoisseur,	writer,	and	critic.	
However,	this	obscurity	also	brings	with	it	a	scope	of	subjects	that	cannot	be	adequately	addressed	
within	the	limitations	of	this	thesis.	As	will	be	discussed	in	the	historiography,	most	attention	has	
been	paid	to	the	first	collection	of	paintings,	the	“Jarves	Collection	of	Old	Masters”,	housed	at	Yale	
since	1868.	With	some	exceptions,	the	discourse	on	this	collection	has	been	fairly	one-sided,	
focusing	on	the	objects	themselves	and	giving	only	a	superficial	interpretation	of	Jarves’s	motives	
and	practices	in	creating	the	collection,	taking	Jarves’s	stated	intentions	of	creating	a	national	
museum	at	face	value.6	Little	scholarship	has	been	published	regarding	the	ideological	motivations	
or	implications	of	the	collection	at	Yale,	especially	regarding	Jarves’s	ideas	about	national	museums,	
which	is	remarkable	considering	his	inclusion	in	the	history	of	collecting	and	his	stated	intentions	for	
his	own	collection.	Although	in	recent	years	more	research	has	focused	on	Jarves	as	an	art	critic,	
there	are	still	prominent	lacunae,	particularly	considering	his	role	as	an	art	agent	and	dealer	for	
other	collectors,	including	the	Vanderbilt	Collection	of	Drawings	(at	the	Metropolitan	Museum	of	
Art),	the	Holden	Collection	of	Paintings	(at	the	Cleveland	Museum	of	Art),	the	Wellesley	Collection	of	
Textiles	(at	Wellesley	College),	and	the	Coleman	Collection	of	Antiques	(parts	of	which	now	at	the	
Penn	Museum).7	Although	I	cannot	and	will	not	be	addressing	all	of	these	un-	and	under-researched	
																																								 																				
5	The	Gilded	Age	is	the	period	in	United	States	history	at	the	end	of	the	nineteenth	century,	roughly	
dating	from	the	1870s	to	the	early	1900s,	which	coincided	with	both	the	Victorian	era	in	Great	Britain	and	
the	Belle	Époque	in	France.	It	is	characterised	by	large	economic	growth	and	corresponding	divide	
between	rich	and	poor.	The	period	saw	an	important	shift	in	art	appreciation	in	the	United	States	and	
was	pivotal	in	establishing	New	York	as	an	influential	centre	of	activity	in	the	international	art	world.	
6	Dean	2015,	p.	18.	
7	Jarves	operated	as	an	art	agent	and	dealer	–	while	continuing	his	own	collecting	–	from	the	mid-1860s	
until	his	death	in	1888.	At	times,	he	bought	or	created	complete	collections	and	sold	them	on,	as	in	the	
cases	of	the	Coleman	Collection,	which	Jarves	created	partially	from	objects	bought	at	the	Demidoff	sale	
in	1880;	a	collection	of	Italian	drawings	he	sold	to	Cornelius	Vanderbilt,	donated	to	the	newly	founded	
Metropolitan	Museum	in	1880;	and	the	collection	of	around	fifty	paintings	sold	to	industrial	Liberty	E.	
Holden	in	1883,	donated	to	the	Cleveland	Museum	of	Art	in	1917.	Jarves	also	donated	a	collection	of	
Venetian	Glass	to	the	Metropolitan	Museum	as	a	tribute	to	his	father	in	1881,	and	a	collection	of	Italian	
textiles	to	the	college	museum	of	Wellesley	Female	College	in	Boston	in	1886.	
The	lack	of	publications	could	be	explained	from	the	lack	of	available	archival	material,	which	seems	to	
focus	almost	exclusively	on	the	collection	of	paintings	at	Yale;	no	reference	is	made	for	instance	to	any	
archives	relating	to	the	Holden	Collection;	the	Wellesley	collection	of	textiles;	or	the	Coleman	Collection.		
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aspects	and	topics	in	this	thesis,	it	suggests	the	importance	of	Jarves	and	thus	underlines	the	
relevance	of	this	thesis.		
	 One	of	the	difficulties	that	the	lack	of	discourse	on	Jarves	brings	with	it,	is	that	before	one	
can	start	going	into	the	many	issues	underlying	his	work	as	a	collector	and	art	writer,	it	first	has	to	be	
established	what	his	ideas	were	and	how	they	have	structured	his	collecting	and	his	writing.	
Therefore,	in	this	thesis	I	have	chosen	to	focus	on	his	first	collection,	even	though	it	has	received	the	
most	attention	already.	The	first	collection	was	created	at	the	same	time	as	Jarves	wrote	his	first	
books	on	art,	and	several	of	his	earlier	writings	directly	reference	the	collection,	particularly	Art	
Studies,	which	was	written	as	a	compendium	to	the	collection.	It	also	has	the	most	contemporary	
documentation,	both	in	the	form	of	the	James	Jackson	Jarves	Archives	which	are	kept	at	Yale	
University8,	and	in	newspaper	coverage	on	the	several	times	the	collection	was	exhibited	in	the	
period	between	1861,	when	Jarves	brought	it	to	the	United	States,	and	1871,	when	the	collection	
was	sold	to	Yale.	Additionally,	it	makes	it	easier	to	limit	the	research	to	the	period	between	1855,	
when	Jarves	wrote	his	first	book	on	art,	until	1871,	when	the	collection	sold	to	Yale.		
	 To	return	to	the	quote	at	the	start	of	this	chapter	and	to	give	a	short	summary	of	Jarves’s	
project,	although	his	goal	of	his	collection	forming	“the	nucleus	of	a	Free	Gallery	in	one	of	
[America’s]	large	cities”9	might	not	have	come	true,	his	project	of	both	metaphorically	and	literally	
carrying	art	and	art	history	from	the	Old	World	to	the	New	World	presents	an	interesting	insight	into	
the	history	of	American	art	collecting	and	reception,	specifically	of	Italian	art.	His	ambition	of	
creating	a	national	museum	tied	into	criticism	of	the	state	of	civilization	and	the	arts	in	the	United	
States,	on	which	Jarves	elaborated	in	his	books	and	in	articles	published	in	several	American	
periodicals.	To	stimulate	an	American	feeling	for	art,	and	through	it	improve	American	civilization	
morally,	Jarves	saw	it	as	a	prerequisite	that	the	“public	should	have	free	access	to	museums	or	
galleries,	arranged	according	to	their	motives	and	the	special	influences	that	attended	their	
development.”10	What	America	needed	to	“urge	her	on	in	the	race	of	renown”	was	education	in	the	
arts.11	Jarves’s	collections	are	supposedly	an	embodiment	of	this	idea,	particularly	the	first	collection	
of	Italian	paintings,	and,	accompanied	by	writings12,	presented	Italian	art	history	as	a	didactic	and	
emancipatory	model	for	the	United	States.	This	connection	between	European	history	and	American	
																																								 																				
See	online	‘archives	directory	of	the	history	of	collecting	in	America’:	
http://research.frick.org/directoryweb/browserecord.php?-action=browse&-recid=6731	(8	April	2018).	
8	I	would	like	the	thank	the	Leiden	University	Fund	for	partially	funding	my	research	at	the	Yale	University	
Library	between	January	14	and	February	5,	2018,	through	the	LUF	International	StudieFonds	subsidy.	
9	Jarves	1855,	pp.	13-14.	
10	Jarves	1861,	p.	15.	
11	Jarves	1855,	13-14.	
12	Primarily	Jarves	1860a,	the	Descriptive	Catalogue;	and	Jarves	1861,	Art	Studies.		
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modernity	raises	the	question	what	Jarves’s	stakes	could	be	in	presenting	early	Italian	art	as	the	
model	of	civilization.	This	question	was	also	raised	by	Flaminia	Gennari	Santori	in	her	2000	article	on	
Jarves	and	the	diffusion	of	Tuscan	painting	in	the	United	States,	who	emphasized	the	financial	
motivations	behind	his	project:	by	stressing	the	similarity	between	fifteenth	century	Florence	and	
nineteenth	century	America,	Jarves	could	market	his	collection	to	an	American	audience.13	In	my	
opinion,	however,	as	I	will	show	in	the	following	pages,	this	does	not	do	justice	to	Jarves’s	criticism	
of	American	civilization	and	his	proposed	solutions	through	the	introduction	of	the	study	of	art,	
preferably	in	an	institutionalized	form.	It	also	neglects	to	consider	Jarves’s	place	in	the	history	of	the	
nineteenth-century	American	museum	movement.	In	this	thesis	I	will	therefore	examine	Jarves’s	
possible	motivations	and	ambitions	by	focusing	on	the	educational	aspect,	both	by	asking	what	
writing	of	history	he	was	attempting	to	educate	his	countrymen	with	–	in	the	form	of	his	first	
collection	of	paintings	and	the	accompanying	writings	–	and	how	he	aimed	to	institutionalize	it	in	
the	form	of	a	(national)	museum.	
	
Historiography	
Excluding	newspaper	articles,	the	earliest	publications	on	Jarves	and	his	collection	that	were	not	
written	by	Jarves	himself	date	from	the	late	1860s.	In	1859	a	collection	of	letters	had	been	published	
by	Norton	and	Jarves	under	Norton’s	name	to	promote	the	purchase	of	the	collection	by	the	Boston	
Athenaeum.	A	descriptive	catalogue	of	the	collection	was	published	by	Jarves	in	1860,	followed	by	
Art	Studies	in	1861,	a	study	of	Italian	art	using	his	own	collection	as	illustration.14	When	the	
collection	came	to	Yale	in	1868	a	new	catalogue	was	published:	Russel	Sturgis	Jr.’s	Manual	of	the	
Jarves	Collection.	Its	primary	addition	was	an	introductory	essay	on	the	origins	of	the	collection	and	
the	study	of	Italian	art.15	Only	at	the	end	of	the	century	came	the	next	publication:	an	1895	article	by	
William	Rankin	in	the	American	Journal	of	Archeology	and	the	History	of	the	Fine	Arts	that	discussed	
some	of	the	works	from	the	collection.		
																																								 																				
13	Santori	2000,	pp.	177-205.	
14	There	are	three	versions	of	the	catalogue:	the	first	two	versions	accompanied	the	exhibition	of	the	
pictures	at	the	Institute	of	Fine	Arts,	with	one	version	including	the	pictures	from	the	Dusseldorf	Gallery,	
which	was	also	on	view	in	the	Institute.	The	other	version	was	presented	as	an	appendix	to	Art	Studies.	In	
1863,	a	third	version	of	the	catalogue	was	published,	most	likely	to	accompany	the	exhibition	in	Boston.	
Only	minor	differences	exist	between	the	contents	regarding	the	collection.	Art	Studies	was	seen	
however	as	the	most	important	publication	on	the	collection	by	Jarves:	“The	Gallery	without	the	book	or	
the	book	without	the	gallery	in	America	would	be	failures.”	See	Steegmuller	1951,	p.	187.	Quoted	from	a	
letter	that	Jarves	wrote	to	Norton	on	September	16,	1859.	Correspondence	can	be	found	in	box	3,	folder	
1;	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
15	Sturgis	1868,	pp.	7-13.	
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	 Several	catalogues	of	the	Jarves	collection	have	been	published	since,	often	by	renowned	
experts	of	Italian	art.	The	first	of	these	is	Osvald	Siren’s	1916	A	descriptive	catalogue	of	pictures	in	
the	Jarves	Collection	belonging	to	Yale	University,	which	was	followed	in	1927	by	Richard	Offner’s	
Italian	Primitives	at	Yale	University.	Two	catalogues	were	published	in	the	1970s:	Charles	Seymour	
Jr.’s	Early	Italian	Paintings	in	the	Yale	University	Art	Gallery	and	David	Arnheim’s	Italian	Primitives:	
the	case	history	of	a	collection	and	its	conservation.	Additionally,	pictures	from	the	collection	were	
included	in	surveys	of	Italian	art,	including	Lionello	Venturi’s	Pitture	Italiane	in	America	(1931,	
English	translation	1933)	and	Bernard	Berenson’s	Italian	Pictures	of	the	Renaissance	(1932).	
	 From	the	1930s,	Jarves	himself	became	object	of	research,	with	the	publication	of	the	first	
biography	by	Theodore	Sizer	in	1933;	here,	Jarves	was	for	the	first	time	credited	with	having	given	a	
“powerful	though	intangible	impetus	(…)	to	the	cause	of	art	and	cultural	advancement	in	America”	
through	his	writings	about	and	collecting	of	art,	and	as	being	some	fifty	to	sixty	years	ahead	of	
popular	taste.16	This	notion	of	Jarves	is	also	expressed	in	René	Brimo’s	1938	classic	study	L’evolution	
du	gout	aux	États-Unis,	d’après	l’histoire	des	collections.17	Brimo	presents	Jarves	as	an	innovator,	
who	“belonged	to	another	age”	and	“paved	the	way	for	twentieth-century	collectors,	museum	
directors,	and	intellectuals,”	even	though	he	did	not	succeed	in	his	efforts.18	
	 While	Jarves	has	featured	in	several	studies	–	focusing	either	on	works	from	his	collection,	
his	art	criticism,	American	expatriates	living	in	Europe,	or	the	history	of	American	collecting	–	since	
the	1930s19,	within	the	confines	of	this	historiography	I	want	to	focus	on	two	influential	publications.	
Firstly,	Francis	Steegmuller’s	biography	The	Two	Lives	of	James	Jackson	Jarves	(1951),	which	presents	
the	most	expansive	account	of	Jarves’s	life	and	forms	the	main	source	of	biographical	information	
for	subsequent	scholarship.	Its	influence	can	be	seen	in	Russell	Lynes’s	1954	book	The	Tastemakers	
and	W.	G.	Constable’s	Art	Collecting	in	the	United	States	of	America,	early	studies	into	the	history	of	
taste	and	collecting	in	the	United	States	that	included	an	account	on	Jarves	based	entirely	on	
																																								 																				
16	Sizer	1933,	pp.	329-330,	p.	349.	
17	Brimo	2016,	p.	60.	Brimo’s	study	is	still	regarded	as	one	of	the	first	and	(one	of)	the	most	substantive	
accounts	of	the	history	of	collecting	in	the	United	States.	
18	Ibidem,	p.	157.	
19	Prominent	examples	of	publications	that	featured	or	were	about	Jarves	include:	Boas	1943,	on	Jarves’s	
aesthetic	ideas;	Morey	1944,	crediting	Jarves	as	the	“progenitor	(…)	of	research	in	medieval	art	in	[the	
United	States]”	(quotation	on	p.	1);	Ten	Eyck	Gardner	1947,	on	the	Vanderbilt	collection	of	Italian	
drawings;	McNab	1960,	on	the	Jarves	collection	of	Italian	glass;	Artom	Treves	1956,	Brooks	1958,	and	
Roeck	2009,	on	Jarves	as	part	of	the	expatriate	society	in	Italy;	Stein	1967,	on	the	influence	of	Ruskin	on	
Jarves;	Georgi	2008	and	Georgi	2013,	on	Jarves	as	a	critic	of	contemporary	art;	Matheson	2001,	included	
a	chapter	on	the	Jarves	collection	at	Yale,	focusing	on	the	1868	loan	and	1871	auction;	Colbert	2002,	on	
the	connection	between	Jarves’s	aesthetic	beliefs	and	spiritualism;	and	Reist	2010,	on	the	collecting	of	
religious	art	in	the	nineteenth	century.	
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Steegmuller.	In	both	cases	Jarves	is	presented	as	a	synthesis	of	the	ideas	and	ambitions	of	collectors	
of	his	time,	especially	in	regards	to	their	attempts	to	improve	public	taste.20	It	is	this	notion	of	Jarves	
that	has	been	included	in	the	history	of	collecting;	it	stresses	his	ambitions,	but	neglects	to	question	
his	motivations	behind	collecting	early	Italian	art,	the	make-up	of	his	collection,	or	even	his	ambition	
to	create	a	national	museum.	
	 The	second	publication	is	Flaminia	Gennari	Santori’s	“James	Jackson	Jarves	and	the	diffusion	
of	Tuscan	painting	in	the	United	States.”21	Santori’s	article	presents	the	first	in-depth	look	at	Jarves’s	
project	since	Steegmuller’s	biography,	and	focuses	on	Jarves’s	rewriting	of	the	history	of	Tuscan	
painting	as	an	attempt	to	make	his	collection	marketable	for	an	American	audience.22	This	emphasis	
on	Jarves’s	economic	motives	has	been	influential,	and	has	been	taken	over	in	the	2015	A	Market	for	
Merchant	Princes,	in	the	series	‘Studies	in	the	History	of	Art	Collecting	in	America’	by	the	Center	for	
the	History	of	Collecting	at	the	Frick	Collection.	It	includes	a	chapter	on	Jarves,	by	Clay	M.	Dean23,	
that	locates	him	at	the	“primitive”	start	of	art	collecting	in	America	and	emphasizes	Jarves’s	
economical	motivations.24	In	this	thesis	I	aim	to	nuance	this	interpretation	of	Jarves’s	motivations;	in	
my	opinion,	this	emphasis	on	the	economical	aspect	overshadows	his	other	motivations,	and	
consequently	other	aspects	of	his	project.	
	
Some	theoretical	context	to	consider	
As	discussed	above,	Jarves	was	critical	of	the	state	of	American	civilization	and	regarded	access	to	a	
museum	–	that	had	yet	to	be	created	–	and	the	consequent	education	in	the	arts	as	a	prerequisite	
for	improvement	of	American	society.	His	own	collection	and	his	accompanying	writings	presented	
an	embodiment	of	this	idea,	offering	the	American	public	a	didactic	and	emancipatory	model	in	the	
form	of	early	Italian	art	and	its	history.	This	not	only	implies	a	connection	between	American	society	
and	European	culture	and	history,	specifically	the	history	of	Italian	painting,	but	it	also	raises	
questions	in	regards	to	what	writing	of	history	Jarves	presented,	both	in	his	writings	and	in	his	
collection.	
																																								 																				
20	Lynes	1954,	pp.	48-60;	Constable	1964,	pp.	31-39.	
21	Santori	2000,	pp.	177-205.	
22	In	her	2005	article	“Renaissance	fin	de	siècle:	models	of	patronage	and	patterns	of	taste	in	American	
press	and	fiction,”	Santori	briefly	discussed	Jarves’s	1883	essay	“A	Lesson	for	Merchant	Princes.”		
23	Dean	previously	authored	A	Selection	of	Early	Paintings	from	the	Yale	University	Art	Gallery	(2003),	
which	featured	an	introduction	into	Jarves	and	the	Jarves	collection.	
24	Dean	2015,	pp.16-27;	quotation	on	p.	24.	
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	 With	regard	to	the	cultural	connection	between	the	United	States	and	Europe,	I	want	to	
briefly	address	two	notions	that	are	relevant	to	Jarves’s	project.	Firstly,	the	perceived	cultural	
kinship	between	the	Italian	Renaissance	and	modernity,	specifically	American	modernity,	which	
Anthony	Molho	describes	as	an	“axiom	of	historical	wisdom	in	America.”25	As	Molho	shows	in	his	
chapter	on	the	American	historiography	of	the	Italian	Renaissance,	popular	taste	in	America	for	the	
aesthetics	of	the	Renaissance	developed	from	the	nineteenth	century	into	a	sentiment	of	kinship.	
This	sentiment	lead	to	the	dissemination	of	interest	in	the	Renaissance	in	the	United	States,	first	
through	nonacademic	and	later	through	academic	writing,	with	the	notion	of	cultural	ancestry	
between	Italy	and	the	United	States	at	its	root.	Molho	in	this	chapter	even	presents	Jarves	as	“a	
limpid	expression	of	this	American	sentiment,”	pointing	specifically	to	two	publications	from	1883,	
the	article	“A	Lesson	for	Merchant	Princes”	and	the	book	Italian	Rambles.26	As	we	will	see	in	this	
paper,	a	similar	sentiment	of	connection	exists	in	Jarves’s	collection	and	writings	more	than	two	
decades	earlier,	although	Jarves’s	places	emphasizes	medieval	over	renaissance	Italy.	
A	second	thing	to	address	is	that	Jarves	is	hardly	the	only	person	to	criticize	the	United	
States	for	its	lack	of	culture	and	civilization,	and	this	criticism	of	the	United	States	as	being	un-
civilized	and	the	consequent	importation	of	European	culture	–	in	the	form	of	history,	art,	and	
aesthetics	–	can	be	understood	in	the	light	of	what	Elizabeth	Emery	has	called	the	U.S.’s	“long	
inferiority	complex	with	regard	to	Europe.”27	As	the	United	States	is	a	former	British	“settler	colony,”	
it	is	important	to	note	that	this	unequal	relationship	with	Europe	can	be	understood	in	colonial	
terms.	This	also	emphasizes	the	inherent	tension	in	Jarves’s	project	of	translocating	European	
culture	to	the	United	States:	although	Jarves	presented	the	United	States	as	the	great	civilization	of	
the	future,	its	need	for	the	importation	of	European	culture	to	become	civilized	points	to	an	unequal	
relationship,	where	imitation	of	the	former	colonizer	is	needed	to	emancipate	the	former	colony.	
Embracing	(an	idealized	version	of)	European	history	as	the	origin	of	the	U.S.	is	thus	rooted	in	
colonialism	and	holds	various	colonial	associations.28	
	
																																								 																				
25	Molho	1998,	pp.	263-294,	quotation	on	p.	264.	
26	Ibidem,	pp.	266-267.	
27	Emery	2009,	pp.	237-264,	quotation	on	p.	237.	Emery’s	chapter	explores	the	U.S.	rivalry	with	Europe	in	
the	neo-medieval	cathedral	building	in	the	United	States	at	the	turn	of	the	twentieth	century,	centering	
the	notion	that	medieval	religious	architecture	is	used	to	express	national	identity	in	the	context	of	
America’s	colonial	relationship	to	the	European	continent.	
28	Note	also	that,	by	presenting	the	U.S.	as	the	heir	to	European	history,	there	is	a	rejection	of	the	
discourse	of	colonialism	under	British	rule,	while	at	the	same	time	effectively	acting	out	a	neocolonialism	
towards	aboriginal	history.	Embracing	European	history	as	the	origin	of	the	United	States	is	therefore	
particularly	problematic,	as	it	erases	the	U.S.’s	native	history.	
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Structure	for	the	thesis	 	
As	mentioned	above,	in	this	thesis	I	aim	to	examine	Jarves’s	writing	of	Italian	art	history,	by	focusing	
on	the	educational	aspect	of	his	ideas,	represented	in	the	creation	of	his	collection	of	early	Italian	art	
and	his	early	writings	on	art	in	the	mid-1850s,	and	continuing	until	1871,	when	the	collection	was	
sold	to	Yale	University,	which	effectively	brought	this	project	to	an	end.	As	mentioned	above,	Jarves	
presented	history	as	a	didactic	and	emancipatory	model	for	the	United	States,	therefore	I	will	regard	
his	collection	and	the	accompanying	writings	as	a	civilizing	offensive:	an	attempt	to	both	literally	and	
metaphorically	carry	civilization	to	the	United	States	through	his	collection	and	writings.29	I	will	not	
be	arguing	whether	Jarves’s	project	can	or	cannot	be	defined	as	a	civilization	offensive	in	the	
sociological	definition	of	the	term;	instead,	I	will	be	using	the	term	as	a	jumping	off	point	to	consider	
Jarves’s	writing,	collecting,	and	attempt	at	institutionalizing	it	in	the	form	of	a	museum	as	three	
inherently	connected	aspects	of	one	project.	The	research	will	therefore	focus	on	these	three	
aspects.	I	will	start	by	looking	at	the	collection	itself	and	Jarves’s	possible	methods	and	motives	in	
assembling	it.	Using	both	the	artworks	themselves	and	the	1860	catalogues	as	my	source	material,	I	
will	look	at	the	make-up	of	the	collection	as	a	whole	and	the	role	of	singular	artworks	and	their	
attributions	within	the	collection	to	draw	out	possible	structures	and	meanings.		
Secondly,	I	will	examine	Jarves’s	ideas	on	Italian	art	history	as	they	emerge	from	his	writings,	
primarily	Art-Hints	(1855)	and	Art-Studies	(1861).	In	his	writings,	Jarves	stresses	a	model	of	rise	and	
fall	in	society	and	consequently	the	arts	throughout	history,	which	he	tied	to	notions	like	freedom,	
democracy,	and	progress,	while	also	presenting	art	that	represents	“the	Christian	idea.”30	This	is	
translated	into	a	lineage	of	artists	that	hinges	on	the	figure	of	Giotto,	and	finds	its	highest	point	and	
immediate	decline	in	the	figures	of	Leonardo	da	Vinci,	Michelangelo	and	Raphael.	Following	this,	
what	is	Jarves	conception	of	Italian	art	history,	and	how	does	it	translate	to	his	collection?	Can	his	
collection	be	regarded	as	an	accurate	illustration	of	his	ideas?		
Finally,	I	will	look	into	the	role	that	the	creation	of	a	national	museum	plays,	both	in	relation	
to	Jarves’s	own	collection,	and	as	an	independent	institution	with	primarily	an	educational	function.	
																																								 																				
29	De	Regt	2015.	The	concept	of	the	civilizing	offensive	is	derived	from	the	Dutch	beschavingsoffensief,	
and	primarily	used	in	sociological	and	historical	research	to	indicate	“an	intended	and	planned	initiative	
to	change	the	behavior	of	lower	groups,”	usually	oriented	to	the	integration	of	these	lower	groups	into	
the	culture	and	morals	of	higher	groups	(although	not	into	the	higher	social	spheres).	As	De	Regt	points	
out,	the	term	originates	from	Dutch	historian	Piet	de	Rooy’s	1979	publication	Werkelozenzorg	en	
werkloosheidsbestrijding	1917-1940,	and	from	there	disseminated	to	other	Dutch	sociologists,	
anthropologists	and	historians	in	the	1980s,	who	used	it	to	analyze	bourgeois	initiatives	to	civilize	the	
lower	classes,	usually	by	means	of	social	welfare.	Since	the	1990s,	the	term	has	become	popularized	in	
Dutch	public	discourse.		
30	See	note	2.	
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Jarves	states	that	the	aim	of	his	collection	is	to	create	a	free	gallery	of	art,	and	stresses	the	
importance	of	the	creation	of	museums	for	the	American	public,	but	how	did	Jarves	conceptualize	
this	national	museum	and	its	functions,	and	how	did	he	imagine	it	would	function	particularly	to	
educate	the	public?	Looking	at	Jarves’s	writings	on	museums	–	primarily	published	in	the	early	1860s	
–	I	will	discuss	Jarves’s	ideas	on	the	creation	of	museums	and	the	position	of	Italian	art,	possibly	in	
the	guise	of	his	own	collection,	within	it.	
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Chapter	1:	The	Jarves	Collection	of	Old	Masters	
	
	
This	chapter	discusses	the	Jarves	Collection	of	Old	Masters,	a	collection	of	mainly	Italian	paintings	
that	Jarves	brought	to	the	United	States	in	the	early	1860s	to	function	as	a	visual	representation	of	
his	writing	of	Italian	art	history.31	Before	going	into	what	“writing”	of	art	history	is	presented	and	
represented	in	the	collection,	the	chapter	will	first	go	into	some	of	Jarves’s	backstory,	particularly	
how	he	came	to	Florence.	It	will	also	discuss	his	first	encounters	with	art	in	Europe	and	when	and	
how	he	started	collecting	art,	to	give	an	idea	of	the	creation	of	the	collection.	The	discussion	of	the	
collection	will	focus	on	how	the	putting	together	of	these	objects	both	explicitly	–	through	their	
attributions	and	descriptions	in	the	catalogue	–	and	implicitly	presents	a	specific	idea	of	what	Italian	
art	is	and	how	it	developed	over	the	course	of	the	centuries.	This	chapter	is	mainly	based	on	the	
1860	Descriptive	Catalogue	and	the	artworks	themselves.		
	
An	American	in	Europe	
Jarves	and	his	family	moved	into	a	Florentine	palace	in	1852,	supposedly	in	search	for	a	better	
climate	for	Jarves’s	health	and	with	the	intention	to	remain	in	Italy	for	a	only	few	years.32	How	
different	would	their	lives	go:	although	Jarves	would	cross	the	Atlantic	many	times,	both	he	and	his	
first	wife	Libby33	would	live	in	Italy	for	the	rest	of	their	days.	Jarves	continued	to	write	travel	pieces	
for	Harper’s	New	Monthly	Magazine,	as	he	had	done	during	the	time	they	lived	in	Paris.34	Florence	in	
the	second	half	of	the	nineteenth	century	was	the	temporary	or	permanent	home	of	many	
foreigners,	including	Germans,	Russians,	Frenchmen,	British	and	Americans.35	These	expatriates	
																																								 																				
31	The	collection	was	accompanied	by	several	publications,	primarily	the	book	Art	Studies,	which	will	be	
discussed	in	the	next	chapter.		
32	Steegmuller	1951,	p.	111.	
33	Elizabeth	“Libby”	Swain	Jarves	was	Jarves’s	first	wife	in	what	can	at	best	be	described	as	an	unhappy	
marriage.	The	pair	had	three	children,	Horatio	Deming,	Chevalita,	and	Flora	Amey	(although	Jarves	
doubted	her	paternity).	Libby	died	in	the	summer	of	1861.	Jarves	later	remarried	to	Isabella	Kast	Hayden	
Jarves,	with	whom	he	had	three	more	children:	Annabel	(later	Mrs.	Walter	Raleigh	Kerr),	Italia	Hortensia	
(later	the	Duchessa	del	Monte	Marigliano),	and	James	Jackson	Jarves	Jr.,	nicknamed	Pepero	(who	
tragically	died	at	the	age	of	fifteen).	
34	It	is	difficult	to	ascertain	which	pieces	in	Harper’s	were	written	by	Jarves,	as	they	were	mostly	
published	anonymously.	Fortunately,	many	of	the	pieces	–	both	those	about	Paris	and	those	about	Italy	–	
were	later	published	as	books:	the	1852	Parisian	Sights	and	French	Principles,	Seen	Through	American	
Spectacles,	of	which	a	second	series	was	published	in	1855;	and	the	1856	Italian	Sights	and	Papal	
Principles,	Seen	Through	American	Spectacles.		
35	For	more	on	expatriate	societies	in	Florence,	see	Artom	Treves	1956;	Brooks	1958;	Roeck	2009.	
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formed	cosmopolitan	circles	of	artists,	writers	and	lovers	of	the	arts	and	letters	and	it	was	in	those	
circles	that	Jarves	soon	began	to	move,	particularly	in	the	one	around	Robert	and	Elizabeth	Barret	
Browning.		
	 It	had	been	quite	a	journey	for	Jarves	to	get	to	Italy.	Born	in	Boston	in	1818,	he	was	the	son	
of	Deming	Jarves,	an	industrial	manufacturer	of	Sandwich	glass,	and	Anna	Smith	Stutson,	daughter	
of	a	wealthy	mercantile	family.	36	As	a	child,	Jarves	is	supposed	to	have	had	the	ambition	to	become	
a	historian,	but	health	problems	at	fifteen	cut	short	his	dream	of	reading	history	at	Harvard.	In	
search	of	a	better	climate,	Jarves	had	spent	the	time	between	1839	and	1848	in	Hawaii,	where	he	
tried	his	hand	at	many	things:	he	worked	as	a	businessman	and	a	merchant,	as	well	as	a	newspaper	
editor	and	a	journalist,	and	even	became	a	diplomat	for	the	Hawaiian	government.37	In	1848	he	
returned	to	the	United	States,	but	after	a	failed	business	venture	in	San	Francisco	Jarves	and	his	
family	sailed	for	Europe.	Here	they	spent	the	winter	of	1851-1852	in	Paris,	where	Jarves	started	
writing	for	Harper’s	New	Monthly	Magazine,	publishing	pieces	about	daily	life	in	the	French	capitol.	
It	is	here	that	Jarves	had	his	first	significant	encounter	with	art,	in	the	Louvre.		
	 Jarves	described	the	Louvre	as	“the	greatest	Caesar	of	them	all”	when	he	discussed	several	
Parisian	museums	and	cultural	institutions	in	the	first	series	of	Parisian	Sights	and	French	Principles.	
Yet	he	felt	the	museum	was	too	vast	and	too	complex,	in	need	of	“some	cleverly-arranged	guide-
book”	to	help	the	visitor	find	the	object	most	worthy	of	his	attention.38	On	the	gallery	of	paintings,	
he	wrote:	
“The	long	gallery,	in	which	are	the	paintings	of	the	older	Italian,	Flemish,	Spanish,	and	French	
schools,	is	nearly	a	quarter	of	a	mile	in	length.	On	entering	it	for	the	first	time	I	was	disappointed.	
Repeated	visits,	however,	taught	me	that	taste	expanded	and	improved	on	contemplation	of	its	
master-pieces.	The	paintings	which,	on	first	glance,	gave	me	the	same	impression	as	does	a	
confused	crowd	of	strange	faces,	soon	appeared	in	all	the	pleasing	variety	of	individual	
acquaintances.	Each	had	its	peculiar	talent	and	its	definable	attraction.”39	
																																								 																				
36	Biographical	information	based	on	Steegmuller	1951.	Publication	coincided	with	the	80-year	
anniversary	of	the	Jarves	collection	to	Yale,	and	the	book	was	presented	as	“A	Publication	Issued	on	the	
Occasion	of	Yale’s	250th	Anniversary”	(as	is	written	on	p.	iv),	something	which	was	apparently	against	the	
wish	of	the	author	(see	box	3,	folder	2;	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	
Archives,	Yale	University	Library).	
37	In	the	history	of	Hawaii	and	Polynesia,	Jarves	is	considered	to	have	founded	the	first	pro-Hawaiian	
newspaper,	The	Polynesian,	and	to	have	written	the	first	history	of	Hawaii,	his	History	of	the	Hawaiian	or	
Sandwich	Islands,	which	was	first	published	in	1843.		
38	Jarves	1852,	pp.	111-130;	quotation	on	p.	124	
39	Ibidem,	p.	126.	
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Jarves	singled	out	two	paintings	in	particular:	Murillo’s	“Conception”40	(fig.	1),	recently	purchased	by	
the	French	government	for	123,060	francs;	and	a	small	Dutch	skating	scene,	which	Steegmuller	has	
identified	as	“Skaters	on	the	Canal”	(1779)	(fig.	2)	by	Heinrich	Wilhelm	Schweickhardt,	an	eighteenth	
century	German	painter	who	worked	in	The	Hague.41	Jarves	had	mixed	feelings	about	the	Murillo:	
while	from	a	distance	“the	full	beauty	burst	upon	[the	visitor],	he	thought	the	faces	of	the	putti	“of	a	
vulgar	cast;	too	physically	healthful”	and	the	countenance	of	the	Virgin	too	sad,	where	she	should	
have	displayed	a	“celestial	joy.”42	The	Schweickhardt	on	the	other	hand	was	a	painting	Jarves	
coveted	above	all	the	other	treasures	of	the	Louvre,	and	he	expressed	admiration	“for	its	perfect	
finish	and	lifelike	tone.”43	Jarves’s	preference	for	the	Schweickhardt	is	two-sided:	on	the	one	hand	it	
suggests	that	Jarves’s	early	taste	was	fairly	conventional	in	regards	to	style	and	genre,	something	
that	would	change	when	he	started	collecting	himself;	on	the	other	hand,	it	is	an	eccentric	choice,	as	
Schweickhardt	can	hardly	be	considered	a	well-known	or	established	master.	
	 It	is	difficult	to	establish	exactly	when	Jarves	started	collecting.	In	correspondence	with	
Norton,	fellow	Bostonian	and	trustee	of	the	Boston	Athenaeum	who	worked	together	with	Jarves	to	
attempt	to	get	the	collection	housed	in	Boston,	Jarves	gives	no	specific	date,	only	that	it	coincided	
with	his	study	of	art,	something	on	which	he	has	been	“laboring	for	several	years.”44	The	Descriptive	
Catalogue	(1860)	states	that	the	collecting	coincided	with	Jarves’s	private	research	for	the	
preparations	of	Art	Studies,	which	came	out	in	1861,	the	collection	and	the	book	“chiefly	referring	to	
the	Italian	schools	of	painting,	with	special	reference	to	the	aesthetic	wants	of	America.”45	The	
Manual	of	the	Jarves	Collection	(1868)	date	the	origin	of	the	collection	to	the	same	period,	around	
1856,	as	it	is	“the	partial	result	of	an	undertaking	which	was	begun	twelve	years	ago.”46	However,	all	
these	dates	refer	to	creation	of	the	collection	as	a	whole,	not	to	the	collecting	of	individual	works,	
and	postdate	the	start	of	the	collection.	It	is	therefore	possible	that	Jarves	started	collecting	
individual	works	before	this	date	which	he	later	fashioned	into	a	systemized	whole.	More	precise	
information	would	give	us	insight	into	whether	Jarves	started	collecting	objects	with	the	aim	of	
																																								 																				
40	The	Murillo	is	“The	Immaculate	Conception	of	Los	Venerables”,	ca.	1678.	The	painting	was	acquired	by	
the	Musée	du	Louvre	from	the	Marshal	Soult	Collection	in	1852.	It	is	currently	at	the	Museo	del	Prado,	
which	acquired	it	through	exchange	with	the	French	government	in	1941.	
https://www.museodelprado.es/en/the-collection/art-work/the-immaculate-conception-of-los-
venerables/76179d81-beaf-4f9e-9a05-ef92340a00d1	(17	April	2018).	
41	Steegmuller	1951,	p.	107.	
42	Jarves	1852,	p.	125.	
43	Ibidem,	p.	127.	
44	Transcripts	of	the	1859-1860	correspondence	between	Jarves	and	Norton	can	be	found	in	box	3,	folder	
1	of	the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.		
45	Jarves	1860a,	p.	5.	
46	Sturgis	1868,	p.	9.	
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creating	a	systemic	collection	or	whether	this	grew	over	time,	but	there	is	simply	no	evidence	to	
suggest	which	of	the	two	happened.	Additionally,	there	is	no	contemporary	archival	material	to	give	
a	more	exact	dating	of	when	Jarves	started	collecting,	let	alone	what	works	he	bought	first.47	There	
is,	however,	evidence	that	Jarves	already	before	1856	attempted	to	sell	paintings.	When	he	was	in	
London	in	1855,	Jarves	showed	two	pictures	to	John	Ruskin,	which	he	intended	to	sell	in	the	United	
States:	a	“Roman	Campagna”	by	Claude	Lorrain,	and	a	“Danaë	and	the	Shower	of	Gold”	that	he	
believed	to	be	by	Titian.48	The	current	fate	of	these	pictures	is	unclear,	but	it	is	certain	the	Titian	
caused	a	stir	when	the	editors	of	the	American	art	magazine	the	Crayon	declared	it	a	forgery,	
something	that	according	to	Steegmuller	gave	Jarves’s	a	negative	reputation	in	the	art	world	in	the	
United	States.49	Although	this	does	not	indicate	that	he	started	creating	the	collection	of	early	Italian	
pictures	before	1856,	it	does	show	that	Jarves	started	purchasing	artwork	before	1855,	but	the	
scope	of	these	activities	cannot	be	accurately	evaluated.	These	works	fit	the	traditional	taste	Jarves	
already	displayed	in	his	review	of	the	Louvre,	but	differ	from	his	later	preference	for	the	early	
Italians.	Perhaps	this	shift	in	collecting	was	influenced	by	opportunity	and	supply;	early	Italian	
paintings	would	have	been	cheaper	and	easier	to	get	by	in	Florence	in	the	mid-1850s.50		
	 The	lack	of	archival	evidence	also	makes	it	difficult	to	review	the	methods	Jarves	employed	
in	his	collecting.51	Fortunately,	he	addressed	this	in	a	letter	to	Norton,	dated	August	26,	1859,	as	well	
																																								 																				
47	This	lack	in	the	archive	is	due	to	the	destruction	of	documents	in	a	fire.	According	to	Steegmuller,	some	
letters,	among	them	those	dating	to	the	first	European	years,	were	burned	by	Jarves’s	daughter,	Flora	
(Amey)	Jarves.	The	remaining	letters	were	entrusted	to	Steegmuller	and	are	preserved	in	the	James	
Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
48	Steegmuller	1951,	pp.	139-140.	Jarves	had	acquired	a	letter	of	introduction	to	John	Ruskin	through	
Robert	Browning	and	Elizabeth	Barret-Browning,	whom	he	had	befriended	in	Florence,	particularly	Mrs.	
Browning,	with	whom	he	shared	an	interest	in	spiritualism.	
49	Ibidem,	pp.	147-153.	Both	paintings	were	exhibited	at	the	Boston	Athenaeum	and	subsequently	bought	
by	John	Neal,	a	lawyer,	businessman	and	writer,	who	boasted	of	the	paintings	in	the	American	art	
magazine	the	Crayon	(Crayon,	June	21,	1855).	Neal	described	the	Titian	as	“one	of	the	finest	…	in	the	
world”	and	the	Claude	as	“perhaps	the	finest	thing	in	the	world	of	his,”	but	the	editors	responded	with	
the	destructive	critique,	declaring	the	Titian	a	fake	(Crayon,	July	11,	1855).	Jarves	–	as	the	discoverer	of	
these	paintings	–	suffered	severe	damage	to	his	reputation.	Ruskin	later	wrote	to	Jarves:	“You	may	
perhaps	remember	my	dead	silence	when	you	showed	it	me	–	I	was	truly	grieved	that	such	a	picture	
should	go	to	America	as	representative	of	Titian.	…	But	I	kept	silent.”	
50	I	do	want	to	point	out	however	that	a	taste	for	early	Italian	painting,	although	far	from	mainstream,	
was	also	not	uncommon,	as	early	Italian	works	(“Italian	primitives”)	could	be	found	in	the	Louvre,	as	
collected	by	Vivant	Denon	(1747-1825)	in	1812	for	Napoleon,	and	in	the	art	collection	of	Albert	of	Saxe-
Coburg	(1819-1861),	Prince	Consort	to	Queen	Victoria,	now	partially	in	the	National	Gallery	and	partially	
in	the	Victoria	and	Albert	Museum.	Another	example	is	the	collection	of	William	II	of	the	Netherlands	
(1792-1849),	auctioned	off	after	his	death	to	cover	(some	of)	his	debts,	which	included	both	early	Italian	
and	early	Netherlandish	paintings.	
51	Steegmuller	1951,	pp.	166-169.	In	terms	of	finances,	Jarves’s	salary	as	a	writer	could	never	have	
covered	his	collecting	expenses,	making	him	dependent	on	his	father,	who	gave	him	an	advance	of	his	
inheritance.	Jarves’s	spending	led	to	conflict	with	his	wife	and	two	oldest	children,	who	saw	his	collecting	
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as	in	the	prefatory	remarks	to	his	Descriptive	Catalogue	(1860)	and	in	an	article	in	the	Atlantic	
Monthly	of	November	1860,	entitled	“Italian	Experiences	in	Collecting	‘Old	Masters’”,	which	was	
later	expanded	for	the	introduction	to	Art	Studies	(1861).	Jarves	presents	the	Florentine	art	market	
as	rife	with	merchants	and	forgers	ready	to	cash	in	on	eager	foreign	collectors.	“All	Italians	have	a	
patriotic	pride	in	getting	rid	of	trash	at	the	expense	of	the	foreigner,”	he	states,	but	“[h]onest	
dealings	exist”	and	“many	good	pictures	are	still	to	be	had.”52	What	the	potential	collector	needs	to	
avoid	the	pitfalls	of	the	Italian	art	market	is	“cautious	study	[of	art]	and	much	well-paid-for	
experience.”53	Both,	but	particularly	the	former,	are	needed	to	be	able	to	assess	the	authenticity	of	a	
picture,	for	which	Jarves	recognizes	two	aspects	of	connoisseurship	(which	he	calls	criticism):	the	
“technical	method,”	which	relies	on	external	evidence,	including	the	material	aspects	of	an	artwork,	
as	well	as	knowledge	of	the	motives	and	character	of	individual	artists	and	schools;	and	a	
“mysterious	test	of	feeling,”	as	authenticity	distinguishes	itself	from	forgery	by	an	inimitable	
sentiment	of	the	individual	artist.54	Jarves,	who	had	only	started	studying	art	when	he	came	to	Italy,	
took	advantage	of	his	connections	in	Florence,	as	he	worked	“in	constant	intercourse	with	many	of	
the	best	European	connoisseurs55;	assisted	by	sympathizing	artistic	friends56,	particularly	by	a	Greek	
artist,	Sig.	G.	Mignaty.”57	He	describes	his	manner	of	collecting	to	Norton	as	follows:	
“I	lost	no	time	in	going	systematically	to	work	to	secure	genuine	specimens	of	Byzantine	and	
Graeco-Italian	paintings,	and	so	in	chiefly	following	the	current	of	the	Florentine,	Sienese,	and	
Umbrian	schools	to	the	time	of	Raffael.	My	adventures	in	this	pursuit	were	often	curious	and	
instructive.	They	involved	an	inquisition	into	the	intricacies	of	numberless	villas,	palaces,	
convents,	churches,	and	household	dens,	all	over	this	portion	of	Italy;	the	employment	of	many	
agents	to	scent	out	my	prey;	many	fatiguing	journeyings;	miles	upon	miles	of	wearisome	
																																								 																				
as	a	hobby	that	he	would	probably	soon	tire	from.	As	the	family	was	left	with	financial	problems	due	to	
the	collecting	and	it	impeded	on	their	daily	life,	his	wife	accused	him	of	wasting	his	children’s	inheritance.	
52	Jarves	1860c,	pp.	579-580;	Jarves	1861,	pp.	38-40.	
53	Jarves	1860c,	p.	581;	Jarves	1861,	p.	41.	
54	Jarves	1861,	pp.	33-35.	
55	These	European	connoisseurs	included	curator	of	the	South	Kensington	Museum	Charles	C.	Black,	
French	art	historian	Alexis-Francois	Rio,	first	director	of	the	British	National	Gallery	Charles	L.	Eastlake,	
British	art	critic	Mrs.	Anna	Jameson,	and	director	of	the	Belle	Arti	at	the	Uffizi	Prof.	Migliarini,	as	they	are	
represented	in	the	correspondence	that	can	still	be	found	the	archive	and	the	letters	of	recommendation	
that	are	included	in	Norton	1859.	
56	The	“sympathizing	artistic	friends”	Jarves	could	have	meant	include	Elizabeth	Barrett	Browning	(in	their	
correspondence	the	collection	is	sometimes	mentioned);	Alexis-Francois	Rio,	with	whom	Jarves	was	
acquainted	and	corresponded	about	the	collection	at	least	on	one	occasion,	which	is	reproduced	as	a	
document	in	the	1860	catalogue;	and	the	Trollope	family,	particularly	the	writer	T.	A.	Trollope	(who	also	
wrote	one	of	the	letters	of	recommendation	in	Norton	1959)	and	his	mother	Frances	Trollope,	who	was	
Jarves’s	neighbor	and	had	published	a	critique	of	American	culture	in	1832,	Domestic	Manners	of	the	
Americans,	which	criticizes	it	as	materialist,	similar	to	Jarves’s	critique	two	decades	later.		
57	Jarves	1860a,	pp.	5-6.	
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staircases;	dusty	explorations	of	dark	retreats;	dirt,	disappointment,	fraud,	lies,	and	money	often	
fruitlessly	spent;	all	compensated,	however,	by	the	gradual	accumulation	of	a	valuable	gallery.	It	
sometimes	happened	that	the	search	for	some	indispensable	master	in	the	series	cost	more	time	
and	money	than	would	have	secured	many	more	popular	names,	though	of	less	true	merit.”58	
Jarves	continued	with	descriptions	of	cases	where	he	bought	whole	galleries	of	paintings	to	get	
either	a	few	pictures	or	even	a	single	one,	selling	the	others	at	auction	in	England;	discovering	
hoards	of	pictures	in	remote	convents	and	palaces,	dirtied	and	cast	aside,	or	even	among	the	
rubbish,	only	for	him	to	discover	them	and	save	them	from	oblivion.59		
	
The	Jarves	Collection	of	‘Old	Masters’60	
With	that,	we	come	to	the	central	question	of	this	chapter:	what	does	the	collection	that	Jarves’s	
produced	look	like?	What	writing	of	art	history	does	it	present?	In	the	half-decade	before	the	
publication	of	the	first	catalogue	in	1860,	Jarves	acquired	more	than	one-hundred	artworks,	which	
he	described	in	the	above	mentioned	letter	to	Norton	as	“a	valuable	collection	of	pictures,	covering	
the	ground	from	the	tenth	to	the	sixteenth	century,	characteristic	of	the	great	masters	and	their	
schools,	illustrating	the	history	of	Art.”61	Through	his	alleged	systematic	approach	he	attempted	to	
acquire	authentic	examples	of	Byzantine	and	Graeco-Italian	paintings,	and	of	the	development	of	
the	Florentine,	Sienese,	and	Umbrian	schools,	up	to	Raphael.62	He	is	quick	to	constrain	possible	
expectations,	stating	that	it	was	“hopeless”	to	acquire	masterpieces.	Additionally,	one	has	to	take	
into	account	that	Jarves,	in	his	intention	to	have	it	illustrate	the	history	of	art,	included	“some	that	
illustrate	rather	particular	motives	in	art,”	especially	of	Christian	themes.63		
																																								 																				
58	Norton	1859,	p.	6.	The	letter	was	published	in	a	collection	of	letters	created	in	an	attempt	to	raise	
funds	for	the	purchase	of	the	collection	for	Boston,	see	Norton	1859,	pp.	5-15.	Transcripts	of	
correspondence	between	Jarves	and	Norton	for	the	years	1859-1860	can	be	found	in	box	3,	folder	1,	of	
the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
59	Ibidem,	pp.	6-7;	also,	see	note	58.	
60	For	the	following	discussion	of	the	collection,	the	main	source	will	be	the	1860	Descriptive	Catalogue,	
which	features	145	entries.	Over	the	course	of	the	decade	before	the	pictures	were	put	on	loan	and	later	
auctioned	off	to	Yale,	Jarves	continued	to	purchase	artworks,	but	he	was	also	forced	by	financial	
difficulties	to	sell	of	individual	works	from	the	collection.	The	most	notable	changes	that	happen	in	the	
collection	between	1860	and	1868	–	when	a	new	catalogue	is	published,	Sturgis’s	Manual	of	the	Jarves	
Collection	–	is	the	removal	of	26	pictures,	(disregarding	some	changes	in	attributions).	The	current	
collection,	at	Yale,	contains	123	catalogue	entries.	For	an	overview	of	the	catalogue	and	the	change	in	
attributions,	see	appendix	2.	
61	Norton	1859,	p.	5;	see	note	58.	
62	Later	in	the	letter	he	also	offers	to	expand	(the	value	and	efficiency	of)	the	collection	“by	addition	of	
masters	of	the	Venetian,	Lombard,	and	Bolognese	schools,	illustrating	the	gradual	decline	of	Art	in	Italy,”	
if	funds	can	be	raised	for	their	acquisition.	Norton	1859,	p.	13;	see	note	58.	
63	Jarves	1860a,	pp.	5-8;	quotation	on	p.	7.	
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	 The	Catalogue	(fig.	3)	of	1860	contains	145	entries,	which	are	all	paintings,	and	with	the	
exception	of	two64	all	painted	in	tempera	or	oil	on	either	wood	or	canvas.	In	terms	of	subjects,	most	
paintings	–	115	–	have	Christian	themes,	depicting	images	of	the	Madonna	and	Child,	the	
Annunciation,	the	Nativity,	the	Crucifixion,	but	also	other	scenes	from	the	life	of	Christ	or	scenes	
from	the	life	of	saints.	The	other	thirty	are	portraits,	or	contain	scenes	from	(mainly	classical)	literary	
sources;	Jarves	did	not	possess	any	seascape	or	still	life,	and	only	one	landscape:	“Landscape	with	
figures	fishing,”	attributed	to	Salvator	Rosa	(no.	140;	current	whereabouts	unknown).65	The	
catalogue	is	organized	“chiefly	in	chronological	order,”	beginning	with	what	Jarves	assumed	to	be	his	
oldest	picture,	a	“Byzantine	triptich	[sic]”	which	he	dated	to	around	A.D.	1200	(no.	1;	currently	
attributed	to	an	unknown	artist	and	dated	to	the	second	half	of	the	sixteenth	century),	and	ending	
with	what	he	believed	was	his	newest,	a	portrait	by	Charles	X	by	Francois	Gerard,	probably	dating	to	
the	beginning	of	the	nineteenth	century	(no.	145;	current	location	unknown).66	This	chronological	
sequence	implies	a	development	over	time,	something	Jarves	discussed	in	his	book	Art	Studies	as	
“progress,”	which	will	be	explored	in	the	next	chapter.		
In	addition	to	the	paintings	being	chronologically	arranged,	some	paintings	are	accompanied	
in	the	catalogue	with	a	description,	sometimes	only	of	their	iconography,	sometimes	commenting	
on	the	unusualness	of	a	painting	or	how	it	would	have	functioned	in	its	historical	context.	The	
descriptions	also	comment	on	the	attributions,	as	well	as	note	the	relation	the	painting	has	to	the	
style	of	a	certain	artist,	school	or	period,	to	the	oeuvre	of	the	artist	which	Jarves	has	attributed	the	
picture	to,	and	in	a	few	cases	even	on	the	provenance	of	a	picture.	As	it	would	be	too	extensive	too	
discuss	every	individual	work	in	this	space,	I	will	limit	myself	to	discuss	the	paintings	in	groups,	
following	as	much	as	possible	the	order	of	the	catalogue	and	pointing	out	those	paintings	that	Jarves	
emphasized	himself.	However,	there	does	not	seem	to	be	a	clear	reasoning	behind	which	pictures	
get	discussed	extensively	in	the	catalogue	and	which	do	not.	Interesting	enough,	the	pictures	
attributed	to	Giotto	and	Leonardo	da	Vinci,	two	of	the	key	figures	in	Jarves’s	art	history,	receive	
generally	short		descriptions	which	focus	only	on	iconography	and	leave	out	the	role	ascribed	to	
these	artists	in	the	development	of	art	by	Jarves	in	Art	Studies.67	Jarves’s	reasoning	behind	this	is	
unclear;	if	Jarves	had	doubts	about	the	authenticity	of	the	pictures	he	might	not	have	wanted	to	
focus	on	them	too	much;	yet	the	Leonardo	received	a	lot	of	attention	in	the	documents	pertaining	
to	the	collection	that	are	included	in	the	catalogue,	overall	agreeing	that	the	painting	was	an	
																																								 																				
64	No.	87,	a	Portrait	of	a	Lady	attributed	to	Domenico	Ghirlandaio	painted	as	a	fresco	on	a	tile	base,	and	
no.	97,	a	Virgin	and	Child	attributed	to	Andrea	del	Sarto	painted	in	fresco,	transferred	to	canvas.	
65	Jarves	1860a,	p.	62.	
66	Ibidem,	quotations	on	p.	40,	p.	41.	
67	Which	will	be	discussed	in	the	next	chapter.	
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authentic	specimen,	and	attribution	of	the	Entombment	to	Giotto	is	described	in	these	same	
documents	as	“indubitable.”68	In	addition,	I	will	therefore	discuss	some	pictures	that	stand	out	
because	of	their	attributions,	even	when	they	receive	little	appraisal	in	the	1860	catalogue.	
	 The	first	group	of	paintings	in	the	catalogue	represents	the	style	of	Byzantine,	Graeco-
Italian,	and	Early	Italian	painting,	made	up	of	entries	one	through	eleven.	For	the	Byzantine	
paintings,	Jarves	emphasizes	the	degeneration	that	supposedly	set	in	after	the	twelfth	century,	but	it	
is	unclear		what	criteria	he	used	in	this	characterization;	the	early	Italian	art	he	considers	to	be	
“pure,”	while	a	mix	of	styles	is	also	considered	“debase.”69	All	paintings	are	without	attributions,	and	
primarily	dated	by	Jarves	to	the	twelfth	century.	In	the	case	of	the	Byzantine	paintings,	some	are	left	
without	date,	but	described	as	being	in	the	“[s]tyle	of	the	11th	and	subsequent	centuries”	(no.	4,	fig.	
5),	representing	“the	degenerate	period	of	Byzantine	art	of	the	13th	and	14th	centuries”	(no.	5,	fig.	6,	
and	6),	or	being	“of	the	style	of	the	12th	and	13th	centuries”	(no.	7).70	The	degeneration	is	illustrated	
by	two	paintings,	entries	5	and	6,	but	only	no.	5,	a	Madonna	and	Child,	is	still	a	part	of	the	collection	
today.	Considering	the	current	dating	of	the	paintings,	it	seems	as	if	Jarves’s	ordering	of	the	pictures	
is	made	to	fit	his	narrative,	falling	into	a	circle	reasoning:	because	they	are	“degenerate,”	they	must	
be	of	later	date.	Interesting	enough,	this	system	of	dating	served	Jarves	well:	he	was	often	not	too	
far	off	in	his	dating	of	pictures.	The	narrative	Jarves	has	in	mind	also	features	heavily	in	the	
description	of	no.	9	(fig.	7),	which	depicts	the	Crucifixion,	Deposition,	and	the	Entombment.	This	
work	is	“[a]n	exceedingly	rare	specimen	of	the	pure	Italian	art	of	this	early	period”	and	gives	“an	
idea	of	the	starting-point	whence	originated	the	progress	of	the	Tuscan	schools	that	culminated	the	
greatest	painters	of	Italy.”71		
	 This	is	followed	by	the	“period	when	Italian	art	began	to	free	itself	from	Byzantine	
domination,	and	create	(…)	independent	schools	of	progress.”72	Besides	a	Crucifixion	by	Giunta	da	
Pisa	(no.	12),	the	thirteenth	century	is	represented	by	a	Virgin	and	Child	Enthroned	by	Margaritone	
d’Arezzo	(no.	13),	an	Annunciation	by	Pietro	Cavallini	(no.	15),	a	Madonna	and	Child	by	Cimabue	(no.	
14),	and	two	paintings	by	Giotto,	an	Entombment	(no.	16)	and	a	Crucifixion	(no.	17).	What	follows	is	
an	array	of	mainly	Florentine	paintings,	primarily	attributed	to	artists	or	their	schools	that	are	
																																								 																				
68	Jarves	1860a,	pp.	11-39,	particularly	the	letters	by	Trollope	(p.13),	Black	(p.	19),	Rio	(p.	23),	Garriod	(pp.	
24-25),	Migliarini	(pp.	28-30),	and	Thies	(pp.	36-37);	quotation	from	p.	16.	
69	He	seems	to	be	following	Vasarian	notions	of	decline	in	the	Byzantine	tradition,	but	there	is	no	direct	
reference	made.	
70	Currently	however,	all	the	“Byzantine	paintings”	are	dated	to	the	second	quarter	of	the	fifteenth	
century	or	later;	the	first	painting	–	which	Jarves	considered	to	be	his	oldest	painting	–	is	even	dated	to	
the	second	half	of	the	sixteenth	century.	
71	Jarves	1860a,	pp.	41-42.	
72	Ibidem,	p.	42.	
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mentioned	by	Vasari	in	his	Vite,	including	Giotto	(no.	16,	17,	18,	22),	Puccio	Capanna	(no.	19,	20),	
Taddeo	Gaddi	(no.	23,	24,	25,	29),	Orcagna	(no.	27,	28,	34,	35),	Spinello	Aretino	(no.	31,	32),	Lorenzo	
di	Bicci	(no.	33),	Giottino	(no.	38,	39),	and	Fra	Angelico	(no.	41,	42).	This	is	also	where	the	
chronological	order	becomes	increasingly	problematic;	Jarves	often	dates	his	pictures	by	stating	the	
dates	of	birth	and	death	of	the	artist.	This	raises	the	question	of	what	was	more	important	in	
presenting	them	in	this	order:	the	attributed	date,	the	attributed	artist,	or	the	role	they	play	in	
Jarves	perceived	development	of	art.	When	compared	to	the	Vite,	the	order	Jarves	uses	seems	to	
follow	the	order	of	the	biographies	of	artists	set	out	by	Vasari.	It	is	important	also	to	note	again	that	
the	current	attributions	are	different,	and	that	the	paintings	attributed	by	Jarves	to	Giotto	are	
currently	considered	to	be	from	the	fourteenth	and	fifteenth	century.	
What	this	development	looks	like	is	perhaps	best	shown	when	comparing	four	paintings,	the	
Madonna	and	Child	attributed	to	Cimabue	(no.	14,	fig.	8),	the	Entombment	attributed	to	Giotto	(no.	
17,	fig.	9),	the	Saint	John	the	Baptist	and	Saint	Peter	attributed	to	Orcagna	(no.	34	and	35,	fig.	11	and	
12,	featured	in	a	single	entry	in	the	catalogue),	and	the	Saints	Zenobius,	Francis,	and	Anthony	of	
Padua	attributed	to	Fra	Angelico	(no.	41,	fig.	13).	Both	in	terms	of	dates	and	in	terms	of	attributions,	
these	paintings	come	close	to	those	Jarves	gave	them:	the	“Cimabue”	is	presently	dated	to	around	
1290	and	attributed	to	his	student,	the	Master	of	Varlungo;	the	“Giotto”	is	dated	between	1335	and	
1340	and	attributed	to	his	student,	Taddeo	Gaddi;	the	“Orcagna’s”	are	dated	1355-1360	and	
attributed	to	Orcagna	himself	(no.	34,	fig.	11)	and	his	brother,	Nardo	di	Cione	(no.	35,	fig.	12);	and	
the	“Fra	Angelico”	is	dated	1445-1450	and		nowadays	attributed	to	Zanobi	di	Benedetto	Strozzi,	who	
Vasari	suggested	was	a	student	of	Angelico.	When	looking	at	these	pictures	in	the	order	Jarves	
placed	them	in	–	disregarding	changes	in	attribution,	this	order	matches	their	current	dating	-		one	
can	see	a	growing	naturalism	in	the	depiction	of	the	figures.	In	the	Crucifixion	he	attributed	to	Giotto	
(no.	17),	he	noted	how	the	“drapery	and	figures	were	admirably	designed”;	the	figures	of	Orcagna,	
more	naturalistic,	Jarves	describes	as	“grand	and	stately,	of	high	finish	and	perfect	preservation”	
(no.	34&35);	and	in	the	figures	of	Benozzo	Gozzoli	in	his	Annunciation	(no.	62)	he	notes	how	“[in]	the	
treatment	of	the	drapery,	and	modelling	in	general,”	Gozzoli	has	surpassed	his	master	Fra	
Angelico.73		
	 But	before	we	come	to	the	naturalism	of	Masaccio	and	his	contemporaries	and	followers,	a	
few	Sienese	(no.	43-50)	and	Umbrian	(no.	51-52)	paintings	are	presented	as	if	to	encourage	
comparison	of	these	schools	with	the	Florentine.	This	seems	to	be	confirmed	by	Jarves	noting	that	
Sano	di	Pietro	(no.	43	and	44)	can	be	considered	as	“the	Fra	Angelico	of	the	Sienese	school.”	The	
																																								 																				
73	Ibidem,	p.	43,	pp.	45-46,	p.	51.	
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Umbrian	pictures	also	seem	to	have	a	narrative	function,	as	Jarves	notes	in	the	description	of	a	
Death	of	the	Virgin	by	an	unknown	Umbrian	artist	(no.	52)	that	“the	richness	of	the	coloring,	heavy,	
full	folds	of	the	drapery,	and	the	entire	sentiment,	point	to	the	antecedents	of	Perugino.”74	Later,	
Jarves	will	return	to	Perugino	as	the	Umbrian	master	of	Raphael,	tying	these	schools	together.	In	the	
Sienese	and	the	Umbrian	schools,	Jarves	also	notes	a	movement	towards	naturalism,	albeit	less	
pronounced	than	in	the	Florentine	school:	in	the	description	given	to	The	Martyrdom	of	a	Bishop,	
attributed	to	Giovanni	di	Paolo	(no.	50),	Jarves	notes	that	these	paintings	by	telling	the	story	only	
with	“a	few	prominent	facts,”	show	a	striking	contrast	with	“the	academical	[sic]	and	anatomical	
displays,	and	canvases	crowded	with	details	and	accessories,	having	no	reference	to	the	motive	of	
the	picture,	but	introduces	to	exhibit	the	sleight-of-hand	of	the	artist,	which	came	into	vogue	[in	the	
sixteenth	century],	when	naturalism	had	fatally	overpowered	idealism	and	religious	sentiment.”75	
What	follows	is	a	group	of	panels	depicting	literary	subjects,	which	make	up	part	of	the	paintings	
with	non-Christian	subjects	in	the	collection.	Considering	that	the	Jarves	collection	mainly	consists	of	
altarpieces	and	other	religious	panel	paintings,	these	paintings	present	a	rather	unexpected	niche,	
although	stylistically	they	form	a	middle-ground	between	the	developing	naturalism	of	Giotto	to	the	
Renaissance	naturalism	of	the	second	half	of	the	fifteenth-century.	It	seems	probable	that	they	are	
also	included	for	their	representation	of	historical	costumes	and	landscape,	both	rural	and	
architectural,	as	these	are	the	aspect	of	the	pictures	Jarves	emphasizes	in	his	descriptions.	About	the	
Dello	Delli	(no.	55,	fig.	14),	which	represents	a	Tournament	in	the	square	of	Santa	Croce,	he	notes	
that	the	picture	“is	highly	interesting,	as	being	a	picturesque	and	correct	view	of	the	architecture,	
costumes,	magistrates,	nobility,	and	citizens	of	[Florence]	in	1400.”	The	two	paintings	he	attributes	
to	Paolo	Uccello	(no.	57	and	58,	fig.	15	and	16),	with	scenes	from	the	Aeneid,	similarly	display	
architecture,	costumes,	and	additionally	agricultural	country,	forest,	and	distant	sea-	views,	with	
shipping”,	“building	machines”	and	a	“variety	of	vessels	and	galleys	of	that	epoch.”	For	The	Meeting	
of	Solomon	and	the	Queen	of	Sheba,	painted	in	the	style	of	Piero	della	Francesca	(no.	61,	fig.	17),	he	
notes	that	it	“is	exceedingly	rich	and	varied	in	architecture	and	costumes.”76	
	 After	this	brief	interlude,	the	catalogue	continues	with	fifteenth-century	paintings,	largely	
hailing	from	Florence.	One	of	the	first	paintings	here	is	the	above	mentioned	Annunciation	
attributed	to	Benozzo	Gozzoli	(no.	62),	which	continues	the	line	on	from	Fra	Angelico,	as	Jarves	
writes	that	“[t]he	influence	of	Fra	Angelico	is	seen	in	the	spiritual	faces	of	both	[Mary	and	the	angel	
																																								 																				
74	Ibidem,	pp.	47-48.	
75	Ibidem,	p.	48.		
76	Ibidem,	pp.	49-52.	The	only	cassone	not	discussed	here,	is	the	Triumph	of	Love,	attributed	by	Jarves	to	
Gentile	da	Fabriano.	In	the	catalogue,	this	picture	elucidated	by	an	extensive	description	of	the	painting	
which	explains	the	represented	allegory.	 	
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Gabriel];	but	the	treatment	of	the	drapery,	and	modeling	in	general,	show	a	decided	superiority.”77	
More	important	is	perhaps	the	painting	attributed	to	Masaccio,	representing	the	Birth	of	Saint	John	
the	Baptist	(no.	64),	which	“displays	much	beauty	of	composition,	broad	and	masterly	treatment	of	
details,	grace	and	dignity	of	movement,	with	great	truthfulness.”78	Jarves	emphasizes	the	naturalism	
of	the	fifteenth	century	in	the	descriptions	of	several	paintings:	he	notes	the	use	of	landscape	in	the	
description	of	several	paintings,	including	those	by	Masolino	da	Panicale	(no.	63),	by	Piero	di	Cosimo	
(no.	68),	by	Sandro	Botticelli	(no.	72),	by	Antonio	Pollaiuolo	(no.	75),	by	Lorenzo	di	Credi	(no.	85),	
and	by	Domenico	Ghirlandaio	(no.	86).79	In	the	Pier	Pollaiuolo	(no.	76,	fig.	20)	he	notes	the	“carefully	
designed	architectural	perspective,”	and	he	notes	that	in	several	pictures	the	architecture	of	
Florence	can	be	discerned,	such	as	in	the	Fillipino	Lippi	(no.	73,	fig.	23)	and	the	Antonio	Pollaiuolo	
(no.	75,	fig.	25).80	He	also	makes	mention	of	several	naturalistic	attributes	and	details,	such	as	the	
“roses	and	pomegranates”	in	Madonna	and	Child	by	Gentile	da	Fabriano	(no.	60,	fig.	24)	and	the	
“background	of	flowers”	in	the	Madonna	in	Adoration	by	Fra	Diamante	(no.	66,	fig.	26).81	In	terms	of	
how	this	part	of	the	collection	compares	to	the	previous	works,	Jarves	does	not	say	much.	Other	
than	the	above	mentioned	statement	linking	Gozzoli	to	Angelico,	he	only	notes	that	Gentile	da	
Fabriano	is	“the	father	of	Venetian	coloring.”	It	is	possible	Jarves	attributes	Gentile	with	this	
influence,	because	he	worked	in	Venice	in	the	early	1400s;	however,	no	reference	is	made	to	a	
specific	source.		About	the	paintings	yet	to	come,	he	is	slightly	more	outspoken,	stating	of	the	Saint	
Sebastian	by	Girolamo	Cotignola	(no.	88,	fig.	29)	that	the	angels	“remind	one	forcibly	of	the	early	
manner	of	Raphael.”82	
	 This	is	how	we	come	to	a	seemingly	obvious	high	point	in	Jarves’s	collection:	a	Madonna	and	
Child	attributed	by	him	to	Leonardo	da	Vinci	(no.	93,	fig.	27),	and	a	Dead	Christ	supported	by	Joseph	
of	Arimathea,	with	Saint	John	and	Mary	attributed	to	Raphael	Sanzio	(no.	95,	fig.	28).	Although	the	
Leonardo	did	not	go	to	Yale	with	the	majority	of	the	paintings,	it	is	the	only	painting	which	left	
Jarves’s	collection	of	which	it	current	whereabouts	are	known:	The	Cleveland	Art	Museum.	It	is	no	
longer	attributed	to	Leonardo	however,	but	currently	considered	to	be	from	his	circle	and	dated	to	
around	1500.	It	gets	only	a	short	description	in	the	catalogue:	“MADONNA	AND	CHILD.	Distant	
landscape	seen	through	open	spaces	in	the	architectural	background	of	the	principal	figures,”	and	a	
																																								 																				
77	Ibidem,	p.	51.	
78	Ibidem,	p.	51.	
79	Ibidem,	pp.	51-54.		
80	Ibidem,	pp.	52-53.	Another	picture	of	which	he	recognizes	the	landscape	is	a	Portrait	of	a	lady	with	a	
rabbit,	attributed	to	Francesco	Francia	(no.	92),	of	which	he	writes	that	it	is	“evidently	a	study	of	the	
scenery	in	the	neighborhood	of	Citta	di	Castello.”	See	p.	55.	
81	Ibidem,	pp.	51-52.	
82	Ibidem,	pp.	48-49,	51-54.	
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reference	is	made	to	the	engraving	of	it	that	was	published	in	Art	Studies.83	This	is	notable,	as	the	
Leonardo	was	one	of	the	more	recognizable	names	for	the	American	public	and	received	a	lot	of	
attention	in	the	press,	even	though	it	was	supposedly	an	unfinished	painting.	However,	many	of	the	
letters	of	recommendation	for	the	collection	–	originally	included	in	the	private	publication	Letters	
relating	to	a	collection,	but	later	republished	in	the	1860	catalogue	–	comment	on	the	Leonardo:	
curator	of	the	South-Kensington	Museum	C.	C.	Black	calls	it	“perhaps,	the	most	valuable	gem	of	the	
whole	gallery,	-	an	undoubted	Leonardo	da	Vinci,”	something	Migliarini,	director	of	the	Uffizi,	
apparently	agreed	with;	Alexis-Francois	Rio	wrote	that	he	had	“not	the	least	hesitation	in	declaring	
…	it	[the	Leonardo]	to	be	the	work	of	that	great	master”;	and	was	even	described	as	“the	most	
valuable	painting	in	[the]	collection.”84	Perhaps	Jarves	felt	that	it	was	unnecessary	to	further	explain	
the	picture	after	so	much	praise.	However,	for	one	of	the	most	impressive	works	in	the	collection,	
the	Leonardo	stands	out	against	the	brightly	colored	fifteenth-century	paintings	as	dark.	This	
contrast	is	somewhat	softened	by	Jarves	through	the	inclusion	of	paintings	in	more	muted	tones,	
attributed	to	Girolamo	Cottignola	(no.	88,	fig.	29)	and	Mariotto	Albertinelli	(no.	90	and	91,	fig.	30	
and	31).	
	 The	Raphael	(fig.	28)	seems	a	more	obvious	successor	to	the	fifteenth-century	paintings	than	
the	Leonardo.	It	receives	a	more	extensive	description	that	discusses	the	attribution	and	the	design	
of	the	painting,	which	is	heavily	based	on	Raphael’s	master,	Perugino.	To	stimulate	comparison	
between	the	student	and	the	master,	the	Raphael	is	preceded	in	the	collection	by	a	picture	
attributed	to	Perugino	(no.	94,	fig.	32,	The	Baptism	of	Christ).	The	Raphael,	representing	a	Dead	
Christ	supported	by	Joseph	of	Arimathea,	with	Saint	John	and	Mary,	is	according	to	Jarves	the	
composite	image	of	two	other	paintings:	the	original	design	of	the	dead	Christ	in	the	arms	of	Joseph	
of	Arimathea	is	taken	from	a	Pietà,	painted	by	Perugino	for	the	Albizzi	family	(fig.	33),85;	the	figures	
of	Mary	and	Saint	John	similar	to	a	Crucifixion	(fig.	34)	painted	by	Raphael	himself	when	he	was	only	
sixteen.86	The	similarity	between	particularly	the	Albizzi	Perugino	and	this	supposed	Raphael	is	
uncanny:	it	is	an	almost	perfect	copy,	although	Jarves	considers	it	to	be	superior	in	some	aspects.	
The	addition	of	the	Crucifixion	seems	unnecessary,	primarily	added	into	the	comparison	to	illustrate	
																																								 																				
83	Ibidem,	p.	55.	
84	Ibidem,	p.	19,	pp.	27-30,	p.	23,	p.	37.	See	also	the	letters	of	European	connoisseurs	Baron	Hector	
Garriod,	pp.	24-25,	and	Louis	Thies,	pp.	35-37.	
85	The	fresco	was	transferred	to	canvas	in	the	nineteenth	century	and	is	supposedly	now	in	the	
possession	of	the	Florentine	Savings	Bank.	Several	variations	of	the	canvas	exist,	including	one	in	the	
Pushkin	Museum.	
86	The	Crucifixion	(“of	Cardinal	Fesch’s	gallery,	now	belonging	to	Lord	Dudley”)	was	purchased	in	1892	by	
German	chemist	and	industrial	Ludwig	Mond,	who	bequeathed	it	to	the	National	Gallery	in	London	in	
1924,	where	it	is	now	known	as	the	Mond	Crucifixion.	
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how	the	young	Raphael	copied	and	later	emulated	from	designs	by	his	master.	The	Raphael	in	
Jarves’s	collection	is	“simply	one	of	the	many	replicas	he	made	of	his	master’s	pictures,	with	but	very	
slight	variations	of	treatment	and	design,”	made	even	before	the	Crucifixion,	so	when	Raphael	was	
barely	fifteen	years	old.	Jarves	states,	somewhat	apprehensively,	that	if	the	picture	is	by	Raphael	–	
which	he	believes	–	it	would	be	his	earliest	known	picture.	He	appeals	to	the	expertise	of	others	to	
justify	his	belief	in	the	truthfulness	of	the	attribution:	“Good	judges	have	attributed	this	picture	to	
Raphael,	as	being	one	of	those	he	copied	or	imitated	from	Perugino	when	a	mere	boy	in	his	studio.”	
Who	these	good	judges	are	is	not	disclosed,	and	none	of	the	published	letters	at	the	beginning	of	
the	catalogue	comment	on	the	painting,	but	the	picture	does	have	good	provenance	as	it	was	
supposedly	“taken	from	a	villa	of	the	Chigi	Family,	the	great	banker	of	which	was	the	particular	
friend	and	patron	of	Raphael.”87	The	painting	can	now	be	considered	as	one	of	the	great	deceptions	
of	the	collection:	it	has	been	listed	as	a	nineteenth	century	copy	after	Perugino	since	Osvald	Siren	
concluded	it	was	a	modern	forgery	in	1916.88	
	 Jarves	managed	to	collect	several	examples	of	contemporaries	to	Raphael	and	Leonardo,	
including	pictures	he	attributed	to	Lorenzo	di	Credi	(no.	82-85)	Lo	Spagno	(no.	96),	Andea	del	Sarto	
(no.	97	and	98),	Sodoma	(no.	101	and	102),	Ridolpho	Ghirlandaio	(no.	104	and	105).	Conspicuous	in	
absence	is	the	third	Renaissance	giant:	Michelangelo	Buonarotti.	Jarves	did	not	manage	to	acquire	a	
painting	he	could	present	as	a	Michelangelo	–	not	something	he	should	be	judged	on	too	severely,	
as	only	four	easel	paintings	are	generally	believed	to	have	come	from	his	hand	–	but	he	does	present	
related	works:	a	Luca	Signorelli	(no.	80)	that	“displays	those	grand	qualities	which	made	his	works	
the	especial	study	and	delight	of	Michael	Angelo”;	two	paintings	by	Domenico	Becafumi	(no.	112-
113)	that	“show,	in	design,	the	influence	of	Michael	Angelo”;	and	a	Marcello	Venusti	(no.	114,	fig.	
36)	that	is	after	a	design	by	Michelangelo.89	Particularly	the	Venusti	is	a	fitting	representative	of	the	
style	of	Michelangelo,	as	it	is	painted	after	Michelangelo’s	Madonna	del	Silenzio,	a	red	chalk	drawing	
now	in	the	collection	of	the	Dukes	of	Portland.	This	representation	of	art	history	as	something	that	
develops	from	master	to	student	is	implicit	–	but	made	explicit	in	the	above	discussed	Raphael	–	
throughout	the	collection.	This	emphasis	on	the	master-student	relationship	is	probably	taken	from	
Vasari’s	Vite.	Jarves	placed	it	“in	a	series	which	should,	at	a	glance,	give	a	correct	view	of	its	
progress,	-	six	centuries,	embracing	its	rise,	climax,	and	decadence.”	90	He	points	to	the	early	Italian	
as	the	“starting-point”	for	the	Tuscan	schools,	implying	that	the	rest	of	the	works	represented	in	his	
																																								 																				
87	Jarves	1860a,	p.	56.	
88	Siren	1916,	p.	279.	
89	Jarves	1860a,	p.	53,	p.	59.	
90	Ibidem,	p.	6.	
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collection	originate	from	this	point.91	To	illustrate:	in	the	section	of	late	thirteenth	and	early	
fourteenth	century	paintings,	a	painting	by	Cimabue	(no.	14,	fig.	8)	is	closely	followed	by	a	Giotto	
(no.	16,	17,	fig.	9	and	10),	who	is	followed	by	paintings	attributed	to	his	school	(no.	18,	22),	his	
students	Puccio	Capanna	(no.	19,	20)	Taddeo	Gaddi	(no.	24	and	25;	also	no.	23,	attributed	to	school	
of	Taddeo	Gaddi).	Similarly,	a	Verrocchio	(no.	77)	is	followed	by	several	of	his	students,	such	as	
Lorenzo	di	Credi	(no.	82-85),	Domenico	Ghirlandaio	(no.	86,	87)	and	Leonardo	da	Vinci	(no.	93,	fig	
27).	
	 The	last	section	of	the	collection	is	more	eclectic,	however,	and	can	be	loosely	divided	into	
two,	with	a	group	of	sixteen	portraits	on	the	one	hand.	The	portraits	(no.	92,	108,	109,	116,	117,	
119,	120,	123,	124,	125,	126,	127,	128,	129,	135	and	145)	mainly	represent	historic	figures	including	
the	poets	Dante	Alighieri	(no.	116,	fig.	37)	and	Vittoria	Colonna	(no.	117),	first	Grand	Duke	of	
Florence	Cosimo	de	Medici	(no.	123,	fig.	38),	explorer	Amerigo	Vespucci	(no.	126),	German	emperor	
Charles	V	(no.	128,	fig.	39)	and	Pope	Clement	VIII	(no.	129).	Some	of	the	paintings	receive	praise	by	
Jarves	for	their	execution,	but	it	seems	probable	that	they	are	primarily	included	as	historical	
illustrations	representing	those	portrayed,	and	perhaps	to	some	extent	their	mode	of	dress,	similar	
to	the	group	of	cassone-panels	mentioned	above.	Unlike	the	cassone-paintings,	the	portraits	miss	a	
clear	link	to	the	previous	works	and	therefore	do	not	function	as	a	transition	between	the	two	parts,	
almost	as	a	completely	separate	collection,	where	their	main	point	of	comparison	is	their	subject	
matter.92		
The	other	group	is	made	up	of	what	could	be	considered	leftovers,	if	not	for	their	
attributions	to	some	of	the	most	popular	names	in	art	history.	Here,	we	find	an	array	pictures	
attributed	to	Venetian	painters	such	as	Bellini	(no.	106	and	109),	Giorgione	(no.	107	and	108),	Marco	
Basaiti	(no.	110)	and	Veronese	(no.	137	and	138),	as	well	as	painters	from	the	rest	of	Italy	such	as	
Pontormo	(no.	103	and	123),	Cesare	da	Sesto	(no.	117	and	118),	Bronzino	(no.	120	and	121),	Guido	
Reni	(no.	130),	Salvator	Rosa	(no.	140)	and	Agostino	Carraci	(no.	143).	Jarves	also	included	three	
German	paintings	(no.	131,	132,	144),	among	which	a	Head	of	the	Dead	Christ	attributed	to	Albert	
Durer	(no.	131,	fig.	40);	two	Spanish	paintings,	a	Velasquez	(no.	135,	fig.	42)	and	a	Murillo	(no.	136);	
and	two	Netherlandish	paintings,	a	Breughel	(no.	133,	fig.	41,	which	Jarves	classifies	it	as	of	“the	old	
German	school”)	and	a	Rubens	(no.	139).	It	is	difficult	to	see	this	as	a	logical	step	from	the	previous	
																																								 																				
91	Ibidem,	p.	42.	
92	In	a	letter	to	Norton,	dated	Florence,	January	8,	1860,	Jarves	explained	that	he	had	made	some	
additions	to	his	collection,	“especially	of	portraits,”	which	he	intended	to	“illustrate	the	progress	of	this	
branch	of	painting,	from	its	commencement	in	the	era	of	Masaccio	to	its	last	days.”	To	my	
knowledge,	no	other	reference	is	made	to	the	purpose	of	the	portraits.	Box	3,	folder	1,	of	the	James	
Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
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works	in	the	collection:	the	group	can	at	best	be	considered	as	an	eclectic	representation	of	the	
many	different	forms	painting	took	after	Raphael	and	Leonardo.	After	taking	some	forty	works	to	
represent	art	in	Italy	in	the	period	from	1200	to	1400,	and	again	some	sixty	works	to	represent	
Italian	art	in	the	fifteenth	century,	the	remaining	forty	works	no	longer	hold	to	a	clear	geographical	
demarcation	and	are	spread	across	the	sixteenth	and	seventeenth	century	without	clear	logic.	
Although	these	paintings	are	thus	not	too	closely	related	to	Jarves’s	presentation	of	Italian	art	
history	in	the	first	hundred	paintings,	these	paintings	were	considered	more	fashionable	and	thus	
more	marketable	than	the	earlier	paintings.	Perhaps,	they	present	an	attempt	to	link	the	collection	
to	contemporary	American	taste,	or	possible	ways	the	collection	can	be	expanded	in	the	future.	In	
any	case,	several	of	these	painting	disappear	from	the	collection	after	1864,	when	Jarves	is	forced	to	
sell	works	because	of	financial	troubles.93	Of	the	145	paintings	in	the	1860	catalogue,	twenty-nine	
paintings	did	not	end	up	at	Yale,	and	as	only	the	Leonardo	can	be	traced	to	its	current	location	it	
seems	probable	that	most	of	them	were	sold	between	1864	and	1868.	Among	these	are	the	
Bronzinos,	the	Murillo,	the	Rubens	and	the	Salvator	Rosa:	their	current	whereabouts	are	
unfortunately	unknown,	which	is	probably	also	telling	of	their	quality;	they	have	disappeared	into	
other	(private)	collections	and	probably	have	been	given	different	attributions.	Considering	that	it	is	
a	smart	financial	decision	to	sell	the	more	valuable	or	marketable	paintings	first,	it	is	still	remarkable	
that	Jarves	primarily	sells	off	works	whose	absence	would	not	compromise	his	aim	of	a	collection	
that	represented	Italian	art	history	from	the	tenth	to	the	sixteenth	century,	with	its	great	masters	
and	schools,	keeping	the	core	of	his	collection	together.	
	
Conclusion	
In	summary,	the	Jarves	collection	shows	an	image	of	Italian	art	that	develops	from	Byzantine	
painting,	with	flatly	rendered	unrealistic	figures	on	gold	backgrounds,	to	Renaissance	painting	that	is	
characterized	by	naturalistic	figures	placed	in	bright	landscapes.	After	that,	the	feeling	of	
development	gets	lost,	perhaps	intentionally,	in	an	eclectic	agglomeration	of	the	many	things	that	
come	after	that.	The	Leonardo	and	Raphael	hold	a	special	place	in	the	collection	obviously,	forming	
both	the	ending	to	the	fifteenth	and	the	start	of	the	sixteenth	century.	One	would	assume	therefore	
that	they	are	the	climax	of	the	collection	and	represent	the	downfall	of	art.	Yet	particularly	the	final	
part	of	the	collection	does	not	always	seem	a	logical	continuation	from	the	previous	works,	
particularly	as	it	includes	works	that	move	away	from	Jarves’s	initial	focus	of	subject	matter	and	
geography:	he	includes	several	portraits	and	seventeenth-century	paintings	(some	of	them	non-
																																								 																				
93	Steegmuller	1951,	pp.	219-220.	
	 27	
Italian)	that	could	be	understood	as	attempts	to	pander	to	the	tastes	of	his	American	audience.	In	
terms	of	what	subjects	are	represented	in	the	collection,	the	abundance	of	religious	subjects	is	
somewhat	balanced	by	Jarves	including	secular	paintings.	However,	when	Jarves	includes	larger	
groups	of	secular	paintings	–	his	collection	of	portraits	–	the	direction	of	his	implied	development	
becomes	muddled.		
Jarves	noted	in	his	letter	to	Norton	that	it	was	hopeless	to	try	to	obtain	masterpieces	for	his	
collection.	How	should	we	regard	this	statement	looking	back	at	the	works	that	constitute	the	
collection?	It	is	important	to	separate	the	works	from	the	names	Jarves	attaches	to	them.	Although	
many	of	the	works	in	the	collections	are	attributed	to	well-known	names,	this	doesn’t	necessarily	
make	them	masterpieces,	and	Jarves	himself	evidently	did	not	consider	them	thus.	There	are	several	
possibilities	why	Jarves’s	stresses	the	lack	of	great	works	in	his	collection,	even	if	he	does	attribute	
several	works	to	big	and	recognizable	names	like	Giotto,	Raphael,	and	Leonardo.	Perhaps	he	is	
cautious	because	his	American	audience	would	have	been	unfamiliar	with	especially	the	earlier	
works	in	his	collection,	but	his	caution	can	also	be	explained	from	the	fact	that	he	was	involved	in	a	
highly	publicized	case	where	a	supposed	Titian	turned	out	to	be	a	fake.94	In	any	case,	it	is	a	strange	
remark	to	make	about	a	collection	that	Jarves	is	not	only	trying	to	market	to	an	audience	that	is	
unfamiliar	with	art	from	this	period95,	but	that	–	as	we	will	see	–	was	supposedly	going	to	be	a	tool	
for	educating.	However,	a	case	could	be	made	that	inferior	works	would	be	better	teaching	
instruments:	after	all,	they	represent	the	development	that	would	lead	to	the	great	artists,	and	show	
the	art	student	merits	that	could	be	imitated	and	faults	that	should	be	avoided,	instead	of	
presenting	them	with	an	inimitable	example	of	greatness,	let	alone	that	they	could	improve	upon	it.		
In	any	case,	it	would	be	unfair	to	judge	Jarves’s	wrong	attributions	with	the	knowledge	of	
today,	as	many	of	the	tools	that	connoisseurship,	art	historical	research	and	the	development	of	
technical	methods	have	made	available	to	the	study	of	paintings	simply	were	not	available	to	Jarves.	
Rather,	it	is	commendable	that	so	many	of	the	original	attributions	of	the	paintings	are	close	to	their	
current	attributions,	and	for	several	their	original	attribution	is	still	considered	correct.96	
Furthermore,	Jarves	did	manage	to	acquire	some	great	works,	such	as	Antonio	del	Pollaiuolo’s	
Hercules	and	Deianira	(no.	75,	fig.	25)	and	a	signed(!)	Madonna	and	Child	by	Gentile	da	Fabriano	(no.	
60,	fig.	24).	It	is	significant	that	the	works	praised	highly	by	his	contemporaries	–	primarily	the	
																																								 																				
94	See	note	49.	
95	The	American	knowledge	of	European	art	will	be	discussed	in	the	next	chapter,	see	note	100-102.	
96	Steegmuller	1951,	p.	265.	In	a	letter	to	Steegmuller,	Bernard	Berenson	commented	on	Jarves:	“I	have	
had	a	cult	of	him,	as	the	first	American	who	wrote	discriminatingly	about	Italian	painting	of	the	early	
Renaissance,	indeed	as	well	as	any	European,	British	or	Continental.	Then	there	is	his	collection,	the	
which	again	does	him	great	honour.	Few	Europeans	in	his	day	would	have	done	better.”	
	 28	
Leonardo97	–	have	now	become	obscure	to	the	public,	as	in	many	ways	the	collection	in	general.	
Even	for	those	familiar	with	some	of	the	acclaimed	pictures	from	the	Jarves	collection,	the	name	–	or	
more	specifically,	his	ideas	–	Jarves	remain(s)	something	they	are	at	best	superficially	aware	of.	
	
	 	
																																								 																				
97	To	illustrate,	the	Leonardo	is	not	even	on	view	at	the	Cleveland	Museum	of	Art.	
http://www.clevelandart.org/art/1916.779?f%5B0%5D=field_art_credit_line%3AHolden%20Collection	
(24	April	2018).	
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Chapter	2:	Art	Hints	and	Art	Studies;	Jarves’s	writings	on	art,	1852-1861	
	
	
Jarves	might	have	become	an	art	collector	while	living	in	Florence,	he	was	a	journalist	and	a	writer	
first.	Before	he	had	written	about	his	views	on	daily	life	in	Europe	for	Harper’s	New	Monthly	
Magazine,	he	had	founded	the	first	Hawaiian	newspaper,	The	Polynesian,	and	published	two	books	
about	the	islands	in	the	1840s:	History	of	the	Hawaiian	or	Sandwich	Islands,	considered	to	be	the	
first	history	of	the	area,	and	Scenes	and	Scenery	in	the	Sandwich	Islands,	comprised	of	his	
recollections	of	his	travels	based	on	his	journals.	It	is	little	surprise	then	that	his	art	historical	
researches	found	their	way	to	his	writing,	although	like	his	collecting	it	is	difficult	to	pinpoint	a	
specific	moment.	In	the	previous	chapter	his	description	of	art	in	the	Louvre	in	his	series	on	daily	life	
in	France	for	Harper’s	New	Monthly	has	been	discussed,	which	can	be	considered	his	first	encounter	
with	European	art.98	In	the	articles	on	daily	life	in	Italy	for	Harper’s	art	also	featured.	The	1856	
publication	of	these	writings,	Italian	Sights	and	Papal	Principles,	features	a	chapter	titled	‘The	Arts	
and	Artists	at	Florence’,	where	Jarves	wrote	about	the	Florentine	picture	market	and	its	many	
forgeries,	as	well	as	Florence’s	galleries	of	art,	specifically	the	Pitti	and	the	Uffizi.	From	Jarves’s	
writing	the	image	of	Florence	as	Europe’s	picture-shop	emerges,	filled	with	as	much	trash	and	
trickery	as	treasures	and	bargains.99		
Between	his	arrival	in	Florence	in	1852	and	the	auction	of	the	collection	of	Old	Masters	in	
1871,	Jarves	published	several	articles	on	art	in	other	magazines	like	Atlantic	Monthly,	The	Christian	
Examine,	Fine	Arts	Quarterly	Review,	and	The	Galaxy.	He	also	published	several	books	on	art:	the	
1855	Art-Hints,	Architecture,	Sculpture	and	Painting	(fig.	43);	the	1861	Art	Studies:	The	“Old	
Masters”	of	Italy;	Painting	(fig.	44);	the	1864	The	Art-Idea:	Part	Second	of	Confessions	of	an	Inquirer;	
and	the	1870	Art	Thoughts,	The	Experiences	and	Observations	of	an	American	Amateur	in	Europe.	
Although	these	books	focus	on	different	aspects	of	art,	they	have	in	common	that	they	present	their	
context	to	an	American	audience	that	is	for	the	most	part	unfamiliar	with	art	and	the	European	
																																								 																				
98	Steegmuller	1951,	pp.	109-110.	See	also	Jarves	1855,	p.	29.	Steegmuller	notes	that	Jarves	had	written	
articles	in	his	newspaper	in	the	1840s	where	he	made	references	to	ancient	architecture	that	he	had	seen	
in	Central	America,	yet	this	appeared	to	have	made	no	positive	impression	on	him,	and	it	is	questionable	
whether	he	would	have	considered	it	art	at	all.	Art	Hints	include	a	short	reference	to	non-European	art,	
where	Jarves	disregards	its,	writing:	“With	savage	or	semi-civilized	life,	and	its	untutored	impulses,	I	shall	
not	meddle.”		
99	Jarves	1856,	pp.	96-114.	The	chapter	contains	many	scenes	that	are	also	recounted	in	the	description	
of	the	Italian	art	market	in	Art	Studies,	see	previous	chapter,	note	20.	
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canon.	The	emphasis	therefore	is	on	the	possible	future	of	art	in	America,	taking	lessons	from	a	
primarily	European	art	of	the	past	to	educate	the	American	present.		
	 Before	going	into	Jarves’s	writings,	I	want	to	elucidate	on	to	what	extent	the	American	
public	would	have	been	familiar	with	European	art.		In	the	previous	chapter	in	was	already	
mentioned	that	the	American	public	would	most	probably	have	been	unfamiliar	with	particularly	the	
earlier	works	from	Jarves’s	collection,	but	that	is	not	to	say	they	were	completely	unfamiliar	with	
European	art.	Knowledge	of	art	was	disseminated	in	the	Americas	through	European	writing	on	art,	
as	well	as	through	copies	and	prints,	although	the	quality	of	these	objects	is	generally	considered	to	
have	been	poor.	The	prevalence	of	copies	can	also	be	seen	in	the	American	art	collections	of	the	
period.	An	example	of	this	is	the	collection	of	Founding	Father	Thomas	Jefferson	(1743-1826),	who	
displayed	a	collection	consisting	of	drawings,	prints,	and	copies	after	“celebrated	paintings”	at	
Monticello,	his	plantation	in	Virginia.100	That	is	not	to	say	there	were	no	originals	in	the	United	
States:	when	Joseph	Bonaparte	lived	in	exile	in	the	United	States	between	1817-1832,	he	had	his	
extensive	art	collection	with	him.	Additionally,	wealthy	Americans	used	their	transatlantic	travels	
and	connections	to	accumulate	art	objects;	the	first	American	collection	of	European	art	was	
collected	in	this	manner	by	socialite	Eliza	Jumel	(1775-1865).101	Wealth	and	class	played	an	
important	role	in	the	accessibility	of	European	art	to	American	audiences,	as	transatlantic	travel	was	
considered	the	appropriate	method	of	studying	European	art,	but	obviously	not	attainable	to	all	
Americans.	Generally	speaking,	taste	in	the	United	States	followed	more	conservative	European	
(particularly	French	and	English)	taste,	with	a	preference	for	(neo)classicism,	Old	Master	paintings	
from	the	sixteenth	through	the	eighteenth	century,	and	academicism.102		
	 To	return	to	the	Jarves	collection,	two	publications	stand	out	and	will	therefore	be	the	focus	
of	this	chapter:	Art-Hints,	written	by	Jarves	at	the	start	of	his	career	as	a	general	introduction	to	art	
for	a	general	public,	and	Art	Studies,	which	was	written	at	the	same	time	as	the	creation	of	the	
collection	and	which	he	considered	to	be	intrinsically	linked	to	any	possible	success	of	the	collection	
in	the	United	States.	Focusing	on	these	two	books,	I	will	discuss	how	Jarves	raised	the	issue	of	
																																								 																				
100	An	impression	of	the	collection,	which	contained	copies	after	Guido,	Goltzius,	Leonardo,	Houdon,	and	
Van	Dycke,	see	the	transcription	of	the	catalogue	of	paintings	on	the	website	of	the	Thomas	Jefferson	
Foundation:	https://www.monticello.org/site/research-and-collections/catalogue-paintings	(16	June	
2018).	
101	Particularly	the	question	of	who	was	the	heir	to	Jumel’s	immense	fortune	at	her	death	in	1865	was	a	
heavily	publicized	issue	in	the	American	newspapers,	that	dragged	on	until	the	end	of	the	century.	
Recently	a	biography	on	Jumel	was	published.	See	Margaret	A.	Oppenheimer,	The	Remarkable	Rise	of	
Eliza	Jumel.	A	Story	of	Marriage	and	Money	in	the	Early	Republic.	Chicago:	Chicago	Review	Press,	2016.	
102	For	more	detailed	accounts,	see	Brimo	2016;	Constable	1964;	Lynes	1954;	and	Saisselin	1985.	For	the	
history	of	museums	in	the	United	States,	see	chapter	3,	notes	171-182.	
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bringing	art	and	art	education	to	America	and	the	importance	he	attached	to	Italian	art,	which	he	
presented	as	encompassing	both	the	highest	and	lowest	points	in	the	history	of	art.	The	aim	of	this	
chapter	is	to	discuss	Jarves’s	representation	of	Italian	art	and	to	consider	how	he	made	it	relevant	
for	an	American	audience.	This	ties	in	both	to	the	necessity	Jarves	saw	for	art	and	art	education	in	
America	to	further	civilization,	and	his	perceived	affiliation	between	medieval	and	early	renaissance	
Italy	and	the	United	States,	which	constructed	Italian	art	history	into	an	educational	paradigm	for	
nineteenth-century	America.	
	
Art-Hints	
As	mentioned	above,	Jarves	made	references	to	artworks	in	his	articles	for	Harper’s	as	early	as	1852,	
most	notably	in	his	description	of	his	visit	to	the	Louvre.	However,	these	references	tend	to	be	
superficial,	mentioning	the	paintings	rather	than	discussing	them,	giving	it	more	the	appearance	of	
travel	writing	than	of	art	criticism	or	art	history.	Art	featured	more	heavily	in	his	series	on	Italy,	later	
published	as	Italian	Sights	and	Papal	Principles	in	1856.	As	Santori	has	pointed	out,	it	already	reflects	
an	interest	in	the	arts	of	Florence,	which	Jarves	describes	through	historical	anecdotes	that	are	
particularly	appealing	to	his	readers	in	their	republican	sentiment.103	Jarves	first	book	on	art,	
however,	was	Art-Hints.	Published	in	1855,	it	was	the	first	integrated	book	on	art	written	by	an	
American,	and	explicitly	targeted	to	an	American	audience,	“on	account	of	their	greater	distance	
from,	and	perhaps	indifference	to,	noble	Art.”104	In	the	preface	to	the	book,	Jarves	explained	that	he	
wrote	the	book	“to	place	before	[his]	countrymen,	in	a	concise	form,	an	embodiment	of	the	general	
principles	of	Art.”105	That	is	to	say,	it	is	a	theoretical	essay	on	the	art	and	its	general	principles,	
relating	it	to	its	historical	context.	It	is	heavily	based	on	Jarves’s	own	opinions,	although	he	refers	his	
readers	to	the	works	of	John	Ruskin,	Alexis-Francois	Rio,	Lord	Lindsay,	and	Anna	Jameson	for	more	
discussions	of	art	on	a	more	specific	level,	which	also	gives	us	an	indication	to	the	works	he	himself	
used	in	his	studies	of	art.106	These	authors	also	show	Jarves’s	particular	orientation	towards	
																																								 																				
103	Santori	2000,	pp.	181-182.		
104	Jarves	1855,	p.	viii.	
105	Ibidem,	p.	vii.	
106	Ibidem,	p.	Vii;	Santori	2000,	pp.	184-185,	traces	their	influences	as	follows:	“Rio’s	Poesie	de	l’art	
Chretienne	provided	Jarves	with	the	framework	of	aesthetic	judgement	for	fourteenth-century	painters;	
Lindsay’s	Sketches	of	the	History	of	Christian	Art	provided	a	frame	for	presenting	Catholic	art	to	a	
Protestant	public	and	Anna	Jameson’s	various	writings	on	Catholic	iconography	enabled	Jarves	to	find	his	
way	among	Italian	religious	paintings.”	The	reason	that	Jarves	treated	Italian	art	most	extensively,	is	
probably	connected	to	his	source	material	as	well	as	his	connections	in	Florence:	in	the	circles	that	he	
moved	in	Florentine	history	–	particularly	of	the	period	between	the	fourteenth	and	fifteenth	century	–	
was	an	important	theme.	For	more	on	the	influence	of	Italian,	particularly	Florentine,	history	on	the	
Victorians,	see	Fraser	1994	and	Bullen	1994.	
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Christian,	particularly	Catholic,	art:	Lindsay	published	Sketches	in	the	history	of	Christian	art	in	1824;	
Jameson	published	Sacred	and	legendary	art	in	1848;	Rio	published	De	la	poésie	chrétienne	in	1843	
and	De	l’art	chrétien	between	1861	and	1867.107	Although	the	book	deals	with	art	more	directly	than	
Jarves’s	previous	publications,	Art-Hints	is	more	concerned	with	morality	than	with	art	history	and	
hardly	features	any	descriptions	of	paintings.108	It	is	therefore	not	my	intention	to	discuss	Art-Hints	–	
and	the	many	ideas	on	art	and	art	criticism	that	Jarves	presents	in	it	–	at	length,	as	that	would	go	
beyond	the	limits	of	this	thesis.	Instead	my	aim	is	to	show	how	Art-Hints	can	be	read	as	a	prelude	to	
Art-Studies,	as	it	presents	a	similar	idea	of	the	development	of	art	throughout	history	and	its	
possible	future	in	the	United	States,	but	more	importantly	expresses	the	need	Jarves	felt	to	carry	art	
and	the	study	of	art	to	the	North	American	continent.	Therefore,	I	will	focus	firstly	on	Jarves’s	
perceived	need	for	a	book	on	the	general	principles	of	art	for	an	American	audience,	and	secondly	
on	the	place	of	Italian	art	within	Jarves’s	overall	conceptualization	of	art	history	as	presented	in	the	
book.		
In	the	first	chapter,	Jarves	starts	with	an	anecdote	that	prompted	him	to	write	the	book,	
illustrating	why	he	saw	a	need	for	art	education	in	the	United	States.	It	gives	an	example	of	the	ways	
his	countrymen	connect	with	art,	of	which	Jarves	is	critical:	
“During	the	summer	of	1854	I	was	in	Venice	refreshing	my	mind	amid	its	artistic	treasures.	Being	
one	day	in	the	church	of	Santa	Maria	della	Salute,	or	rather	in	the	sacristy,	I	noticed	enter	a	
young	American,	whose	appearance	denoted	a	cultivated	mind.	His	observant	eye	ranged	at	
once	over	the	pictures,	selecting	instinctively	those	of	most	merit,	and	sparing	neither	time	nor	
painful	observation	to	make	himself	master	of	their	spirit	and	treatment.	Churches	everywhere	
are	proverbially	unfavorable	for	the	proper	exhibition	of	paintings.	In	this	instance	the	best	are	
placed	at	a	most	awkward	height,	considering	the	narrowness	of	the	room,	for	the	range	of	the	
eye,	while	Titian’s	occupying	the	ceiling	some	forty	feet	above	the	head,	and	can	be	seen	only	by	
lying	flat	on	one’s	back	on	the	stone	floor,	and	gazing	upward.	In	this	position,	forgetful	of	all	
else,	did	the	young	American	place	himself,	for	the	more	full	gratification,	or,	I	should	say,	
appreciation,	of	the	masters	whose	works	he	had	come	to	study.	His	deportment	and	criticism	
showed	a	determination	to	test	the	respective	merits	of	the	artists,	regardless	of	personal	
discomfort,	and	to	the	full	extent	of	his	knowledge	and	circumstances.	
While	he	was	thus	engaged	there	came	in	a	large	party	of	Americans,	composed	of	the	
usual	travelling	elements;	masters	and	misses,	grown-up	children,	parents	still	in	the	vigor	of	life,	
																																								 																				
107	Ruskin’s	attitudes	towards	Catholicism	were	more	nuanced:	raised	in	a	Protestant,	anti-Catholic	
family,	he	increasingly	struggled	to	combine	his	anti-Catholic	sentiment	–	which	was	mainly	targeted	at	
the	institution	of	the	Roman	Catholic	Church	–	with	his	appreciation	of	Catholic	art.		
108	See	also	Santori’s	discussion	of	Art-Hints,	Santori	2000,	pp.	184-189.	
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and	young	men	fresh	from	college,	all	under	the	charge	of	a	valet	de	place,	whom	they	were	
evidently	urging	to	“do	up	the	sights”	in	the	most	expeditious	manner	possible.	They	passed	
through	the	sacristy	without	once	noticing	the	paintings	on	the	ceiling,	turned	away	in	disgust	
from	Tintoretto,	hurried	into	the	church,	paused	a	moment	before	some	flashy	modern	trick	of	
art,	and	in	five	minutes	had	made	the	tour	of	a	building	which	contains	enough,	if	properly	
studied,	to	have	occupied	them	for	as	many	months.	And	this	is	the	way	the	majority	of	tourists	
contemn	their	own	souls!”	109	
Juxtaposed	here	are	two	modes	of	operation	Jarves	has	seen	his	countrymen	demonstrate	in	
Europe:	the	art	student,	who	is	devoted	to	the	study	of	art	to	such	a	degree	that	he	isn’t	afraid	to	
get	his	hands	–	and	his	clothes	–	dirty;	and	the	group	of	tourists,	who	appear	to	have	no	feeling	for	
art	and	eyes	for	the	wrong	things,	and	are	only	visiting	the	church	because	it	is	something	one	is	
“supposed	to	do”	when	in	Europe.	It’s	clear	the	tourists	are	the	majority,	but	that	Jarves	would	
rather	have	it	the	other	way.	His	criticism	is	made	explicit	in	the	conclusion	to	the	first	chapter,	
where	he	presents	the	young	art	student	as	an	example	that	should	be	imitated:	
“Art	looks	to	America	with	open	arms.	How	is	it	to	be	carried	there?	Not	by	misses	who	run	over	
Europe	and	bring	back	a	cabin-load	of	new	bonnets,	with	dresses	and	trinkets	to	match;	neither	
by	women	whose	aim	is	display	and	ruling	principle	vanity;	nor	by	young	gentlemen	whose	
attainments	are	limited	to	the	run	of	“cafés”	and	gambling	saloons.	We	have	too	many	of	them,	
and	too	many	of	such	families	as	that	of	Santa	Maria	della	Salute,	whose	sole	reminiscences	of	
European	travel	are	the	number	and	not	the	quality	of	sights.	We	need	Art-students,	men	of	
sincerity	and	labor,	who	will	not	hesitate	to	go	on	their	backs	and	knees,	if	need	be	in	the	dust,	
to	read	the	soul-language	of	the	mightiest	minds	of	Europe.”110	
In	this	conclusion	the	contrast	that	Jarves	sees	between	the	art	student	and	the	group	becomes	
pronounced	in	moral	and	gendered	stereotypes.111	The	praised	art	student	is	portrayed	by	Jarves	as	
a	serious,	masculine	individual,	who	if	not	a	painter	or	some	kind	of	artist,	can	call	himself	an	
amateur	in	the	nineteenth-century	sense	of	the	word,	a	lover	of	art	who	gets	on	his	knees	in	the	
dust	to	acquire	knowledge.	The	antithetical	group	of	tourists	is	an	assortment	of	superficial	and	
almost	silly	figures,	often	women,	who	are	preoccupied	with	fashion	and	souvenirs:	feminine	
pursuits	that	deal	with	the	material	over	the	spiritual.	If	we	read	the	group	of	tourists	as	a	literary	
stand-in	for	the	American	public,	indifferent	to	art	and	fixated	on	the	material,	one	can	only	wonder	
																																								 																				
109	Jarves	1855,	pp.	2-3.	
110	Ibidem,	p.	13.	
111	Interesting	to	note,	these	gendered	stereotypes	were	also	employed	in	the	institutionalization	of	
history	and	art	history	as	academic	fields	of	study,	contrasting	the	masculine	amateur	to	the	feminine	
hobbyist.	This	sexism	has	shaped	the	discourse	till	this	day.	See	Frasier	2014,	pp.	1-39.	
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who	the	art	student	stands	in	for.	Evidently,	the	art	student	shows	that	Jarves’s	desired	attitude	
towards	old	art	incidentally	existed	in	Americans,	although	he	never	questions	how	this	student	had	
acquired	this	attitude.	In	any	case,	Jarves’s	criticism	of	the	United	States	in	this	anecdote	is	clear:	
most	Americans	are	(too)	focused	on	the	material	aspects	of	life,	but	serious	study	of	art	can	remedy	
this.	Jarves	notes	the	divide	between	Europe	and	America,	recognizing	the	differences	of	civilization	
between	the	two	continents:	where	in	Europe	art	is	a	“recognized	necessity”,	in	America	it	is	only	a	
“struggling	impulse”;	there	is	a	split	between	the	spiritual	and	the	material	–	between	art	and	
science	–	with	Europeans	throughout	history	favoring	the	former,	where	Americans	have	so	far	only	
given	their	attentions	to	the	latter.	Jarves	poses	that	for	a	nation	to	prosper,	it	needs	a	balance	
between	these	aspects	of	“man’s	two-fold	nature”:	“[i]t	will	be	found	that	the	true	progress	of	a	
nation	towards	permanent	greatness	is	in	proportion	to	its	equal	cultivation	of	reason	or	the	ideals	
faculties	under	the	guidance	of	sound	religious	freedom.”112	Jarves	believed	that	the	only	way	
humanity,	or	civilization,	could	achieve	its	full	potential	was	through	cultivating	both	the	material	
and	the	spiritual,	respectively	represented	by	science	and	art,	as	the	material	would	only	lead	to	
greatness	if	it	originated	from	spiritual	guidance.	Thus,	the	book	is	a	plea	for	America	to	start	
cultivating	an	artistic	life.	To	put	it	in	his	own	words,	he	wanted	to	call	the	attention	of	Americans	
“to	the	one	thing	needful	to	exalt	our	beloved	republic	to	a	pitch	of	grandeur	and	prosperity,	with	
consequent	intelligence	and	refinement,	which	no	nation	has	ever	reached.”113	Art-Hints	is	thus	the	
hopeful	answer	to	the	question	of	how	is	art	to	be	carried	to	America:	in	the	form	of	a	theoretical	
study,	reflecting	on	the	principles	of	art	and	their	value	for	American	society.		
	 This	brings	us	to	the	second	aspect	of	Art-Hints	of	particular	importance	to	the	collection:	
Italian	art	history	as	an	education	paradigm.	As	noted	above,	Art-Hints	is	concerned	with	morality	
more	than	with	art	history,	but	it	does	contain	a	general	overview	of	western	art	history	from	Greek	
antiquity	to	contemporary	art	in	America.114	This	inquiry	into	history	is	important,	as	from	it	“may	be	
gathered	the	lesson	most	needed	by	nations	whose	Art	career	is	yet	to	commence,	viz.,	what	
political	conditions	are	most	favourable	[sic]	to	its	perfect	development,	and	what	dangers	are	most	
to	be	dreaded	from	its	perversion.”115	For	Jarves,	art	is	a	reflection	of	the	national	or	individual	soul,	
making	the	character	of	the	artist	or	his	age	visible	in	his	works;	but	while	art	might	be	an	expression	
																																								 																				
112	Jarves	1855,	pp.	5-14,	pp.	15-27,	p.	45.	
113	Ibidem,	pp.	1-13.	Quotation	on	p.	11.	
114	Ibidem,	p.	28:	Jarves	makes	his	choice	for	a	western	canon	explicit	in	Chapter	III,	where	he	writes	that	
he	will	not	meddle	with	“savage	or	semi-civilized	life,	and	its	untutored	impulses,”	including	in	this	
category	“the	Arab”,	“the	Chinaman”,	“[t]he	American	Indian”	and	the	“Mussulman”.	“Art	in	its	European	
development	is	an	enigma	to	such	races,”	according	to	Jarves,	but	it	is	unclear	whether	he	considers	their	
manifestations	of	art	as	Art	at	all.	
115	Ibidem,	p.	28.	
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of	the	individual	or	the	nation,	it	is	also	a	universal	expression	of	civilization,	that	“unites	mankind	in	
common	brotherhood”	that	goes	beyond	national	or	linguistic	boundaries.116	This	makes	it	possible	
for	the	reader	to	the	reader	to	learn	lessons	from	the	past	through	the	study	of	art,	which	enables	
them	to	emulate	the	character	and	morals	of	an	age	without	repeating	the	mistakes	that	lead	to	its	
downfall.	Jarves’s	overall	conception	of	art	history	–	or	perhaps	of	history	in	general	–	is	one	of	rise	
and	fall.	Italian	art	history	takes	a	special	place	within	this	as	it	contains	both	the	highest	and	lowest	
points	in	art	history.117	One	could	even	argue	that	his	perception	of	art	history	as	being	subject	to	
rise	and	fall	comes	from	his	study	of	Italian	art,	which	lends	itself	particularly	well	to	this	model.	This	
pattern	of	progress	has	been	employed	throughout	history,	in	the	history	of	Italian	art	most	notably	
in	the	work	of	artist-biographer	Giorgio	Vasari,	with	the	addition	of	a	consequent	fall	and	revival	of	
Italian	art	originating	from	the	work	of	Giovanni	Pietro	Bellori	(1613-1696).	It	is	unclear	if	Jarves	was	
familiar	with	Bellori’s	work;	Jarves	never	mentions	him	in	writing.	Jarves	does	however	mention	
Johann	Joachim	Winckelmann	(1717-1768),	who	famously	traced	classical	art	through	a	similar	
pattern	of	rise	and	fall	connected	to	the	state	of	civilization.118	At	the	beginning	of	Art-Hints,	Jarves	
sketches	the	development	of	art	in	relation	to	history;	from	the	mechanical	and	simplistic	painting	of	
the	Egyptians,	to	the	most	perfect	embodiment	of	physical	beauty	in	Greek	sculpture	and	the	noble	
architecture	of	the	Romans,	to	the	ugly	but	religiously	pure	painting	of	the	early	Christians	and	the	
religious	and	patriotic	art	of	the	middle	ages,	to	the	rising	sensualism	and	corruption	after	the	
Medici	came	to	power	in	Florence	and	acquired	power	over	the	papacy,	and	further	degradation	as	
tyranny	and	anarchy	spread	across	Europe.119	The	turning	point	in	history	between	rise	and	fall	he	
places	at	the	end	of	the	fifteenth	century,	which	he	discusses	in	a	chapter	he	tellingly	named	“The	
Struggle.”	
	 In	this	chapter,	Jarves	presents	two	causes	that	helped	art	take	its	highest	position	in	the	
medieval	cities	of	Italy,	ending	with	the	death	of	Dominican	monk	Savonarola	in	1498,	who	
represented	“the	last	grand	systematized	effort	to	place	Art	exclusively	upon	a	Christian	basis.”120	
The	first,	freedom,	made	that	“the	mind	was	active	and	free.”121	This	led	to	a	period	in	which	“great	
discoveries	were	made,	wealth	and	power	created,	the	arts	encouraged,	science	improved,	religion	
																																								 																				
116	Ibidem,	p.	x.	
117	Ibidem,	p.	23.	
118	Jarves	mentions	a	similar	trajectory	of	rise	and	fall	in	the	history	of	Greek	art,	which	fits	the	
conventional	thinking	about	the	development	of	Greek	art	by	Winckelmann,	who	Jarves	refers	to	in	Art	
Studies	(not	to	discuss	the	rise	and	fall	of	history	however,	but	to	criticize	Winckelmann	–	and	Goethe,	
Rio,	Montalembert,	and	Marchese	–	for	being	partial	in	their	art	criticism.	See	Jarves	1861,	p.	59.		
119	Jarves	1855,	pp.	28-41,	pp.	42-61.	
120	Ibidem,	p.	242.	
121	Ibidem,	p.	22.	
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was	tested,	and	truths	everywhere	made	progress.”122	The	second	cause,	religion,	gave	direction	to	
art,	and	made	that	even	in	times	of	political	turmoil	in	the	form	of	popular	uprisings,	civil	wars,	
famines,	plagues,	and	costly	mercantile	enterprises,	the	people	made	sure	to	fund	the	creation	of	
private	and	public	art	in	the	form	of	“cathedrals,	churches,	campaniles,	towers,	palaces,	statuary,	
paintings,”	not	for	their	personal	glory,	but	to	honor	their	God	and	their	country.123	This	progress	of	
art	is	perhaps	best	expressed	in	painting,	where	these	two	causes	lead	to	an	art	that	combined	the	
scientific	developments	with	religious	sentiment	in	paintings	that	became	increasingly	naturalistic	–	
fifteenth-century	artists	learning	both	from	nature	and	from	the	emerging	remnants	of	ancient	
times	–	while	maintaining	a	spiritual	truth	that	stimulated	devotion.	However,	with	progress	and	
freedom	came	also	the	titular	“struggle”	over	and	eventual	fall	of	art.	Jarves	frames	this	as	a	moral	
division	between	liberty	and	truth,	“inclining	to	republican	forms	and	progress,”	and	tyranny	and	
falsehood,	“siding	with	sensuality	and	superstition”,	but	also	as	a	societal	division	between	two	rival	
political	parties	–	republicanism	and	despotism	–	who	used	art	as	a	way	to	promote	their	own	
interests.124	The	struggle	that	took	place	is	exemplified	in	Florence	around	1500.	Here,	at	the	turn	of	
the	sixteenth	century,	the	wealthy	Florentines	clashed	with	the	common	people.	The	wealthy	
Florentines,	represented	by	the	Medici,	had	a	taste	for	what	Jarves	considers	paganism:	art	that	
freely	takes	subjects	and	forms	from	classical	history	and	mythology.	For	Jarves,	this	is	revival	was	
“an	accumulation	of	knowledge	to	no	useful	ends,”	because	those	who	employed	it	did	not	believe	
in	the	things	they	were	depicting,	but	reveled	in	the	sensualistic	aspect	of	it.125	The	common	people	
are	represented	by	Savonarola,	who	rebelled	against	the	corruption	of	the	church	and	attempted	to	
reform	public	taste	to	religious	art.126	Savonarola	represents	the	last	systematized	effort	to	create	an	
art	that	is	based	exclusively	on	a	Christian	basis,	and	with	his	failure	the	inevitable	downfall	of	art	
had	set	in.127	Art	became	enslaved,	an	instrument	for	the	self-aggrandizement	of	princes	and	popes,	
where	previously	it	had	been	a	reflection	of	the	spirit	of	the	people,	and	instead	of	continuing	to	
progress	it	began	to	degenerate.		
The	difference	between	these	two	periods	then	lies	within	the	concepts	of	civic	freedom,	
which	connects	to	the	importance	Jarves	ascribes	to	democratic	taste,	and	sincere	religious	
sentiment,	specifically	of	the	Christian	religion.	Jarves	equates	these	concepts	in	the	historical	
																																								 																				
122	Ibidem,	p.	221.	
123	Ibidem,	p.	22.	
124	Ibidem,	pp.	220-221.	
125	Ibidem,	p.	224.		
126	This	is	a	popular	topic	of	publications	in	the	second	part	of	the	nineteenth	century	with	Anglo-
American	writers	and	their	public,	who	often	make	Savonarola	function	as	a	prefiguration	of	the	
reformation	and	as	a	champion	of	republicanism	and	democracy.	Perhaps	the	best	example	of	this	is	
George	Eliot’s	1863	historical	novel	Romola.	
127	Jarves	1855,	pp.	224-227.	
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context	as	a	difference	in	aim	that	stems	from	a	difference	in	patronage.	Generally	speaking,	the	
paradigm	that	Jarves	presents	shows	that	artworks	created	by	artists	patronized	by	“the	people”	are	
made	to	honor	God	and	country,	whereas	those	created	by	artists	patronized	by	aristocrats	–	
princes	and	popes	–	are	made	as	entertainment	for	or	glorification	of	the	patron,	and	Jarves	favors	
the	former	as	it	supposedly	expressed	democratic	taste.	Flamminia	Gennari	Santori	argued	in	her	
2000	paper	on	Jarves	and	the	diffusion	of	Tuscan	painting	in	the	United	States,	that	the	emphasis	
Jarves	places	on	medieval	Italy	and	especially	the	Florentine	city-state	was	an	attempt	to	introduce	a	
taste	for	Tuscan	art	to	the	United	States.	By	adapting	the	ideas	of	Rio	and	Ruskin	on	Tuscan	art	to	
various	American	myths,	like	the	republic	of	free	men,	a	spiritual	and	non-ritualistic	(Christian)	
religion,	and	the	purity	and	truthfulness	of	the	naïve	gaze,	Jarves	was	able	to	specifically	appeal	to	
his	American	audience.128		
Santori	argues	that	Jarves	presents	medieval	Italy	as	a	positive	paradigm	for	the	present,	
which	fits	with	the	general	discourse	of	the	Medieval	Revival	that	was	current	in	Britain	between	
1820	and	1850,	but	framed	by	Jarves	in	an	American	perspective.	Santori	describes	this	as	follows:	
“the	introduction	of	the	study	of	art	in	the	United	States	was	necessary	for	the	cultural	growth	of	
the	nation,	and	a	means	of	social	control	over	the	lower	classes	who	would	be	calmed	by	the	
ennobling	effects	of	art.	So	far	nothing	really	original.	But	in	his	perspective	this	artistic	growth	had	
to	be	controlled	by	precise	principles	of	taste	more	necessary	in	the	United	States	where	such	rules	
could	not	be	derived,	as	in	Europe,	from	the	aristocracy.	It	required	the	self	conscious	creation	of	a	
cultural	canon.”129	One	could	question	whether	Jarves	would	have	phrased	a	summary	of	his	
argument	similarly,	particularly	with	this	emphasis	on	European	aristocratic	taste;	in	his	model	for	
artistic	taste,	Jarves	never	presented	precise	principles	of	taste,	but	rather	argued	that	the	
democratic	cultivation	of	taste	–	although	educated	through	a	body	of	Christian	art,	that	is	
preferably	motivated	by	democratic	rather	than	aristocratic	sentiment	–	would	lead	to	spiritual	and	
moral	development	in	the	United	States.	As	Santori	writes,	Jarves	took	European	history	as	an	
educational	model	for	the	United	States,	consciously	choosing	Italian	art	of	thirteenth	until	fifteenth	
century	to	create	a	canon	of	taste	that	can	connect	to	the	American	audience.130		I	would	argue	
																																								 																				
128	Santori	2000,	p.	185.	
129	Ibidem,	p.	186.	
130	Jaffe	1998,	p.	26.	This	supposed	connection	between	the	United	States	and	Italy	is	not	original	to	
Jarves	and	neither	is	the	idea	that	art	would	have	an	ennobling	effect	on	(American)	society	and	should	
be	cultivated	in	the	New	World.	As	Irma	B.	Jaffe	has	pointed	out	in	her	two-volume	series	on	The	Italian	
Presence	in	American	Art,	“[Italy]’s	art	history	–	its	classical,	Christian,	and	Renaissance	past	–	had	
provided	metaphors	and	models	for	Americans	since	the	seventeenth	century,”	although	in	terms	of	art	
the	United	States	was	primarily	familiar	with	classical	sculpture	and	painting	from	the	High	Renaissance,	
through	the	medium	of	engraving,	copies,	and	general	references	in	the	work	of	Johann	Joachim	
Winckelmann,	Sir	Joshua	Reynolds,	Raphael	Mengs,	Charles	du	Fresnoy,	and	Matthew	Pilkington.		
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however	that	in	choosing	this	canon	of	taste,	with	Italian	art	at	the	center,	Jarves	is	not	presenting	a	
paradigm	that	is	purely	positive,	but	one	that	also	includes	a	negative.	After	all,	his	discussion	of	
Italian	art	includes	both	its	rise,	with	its	peak	in	the	medieval	cities	of	Italy,	and	its	consequent	
degradation	and	fall,	after	art	becomes	an	instrument	of	power	to	tyrants	from	the	upper	classes.	
The	paradigm	thus	works	both	as	a	model	and	a	warning,	and	presents	the	American	public	with	
lessons	that	are	two-fold:	what	were	the	elements	that	made	possible	the	rise	of	Italian	art,	with	the	
aim	of	transferring	them	to	the	American	context;	but	also,	what	were	the	elements	that	made	art	
fall,	with	the	aim	to	evade	these	in	the	(future)	American	situation.		
	To	reiterate	Santori,	Jarves’s	conception	of	medieval	Italy	relates	to	the	specific	American	
experience	of	European	art	and	history,	connecting	to	American	myths:	the	medieval	Florentine	
republic	as	a	historical	precursor	to	the	American	republic.131	But	it	is	not	without	reason	Jarves	
blames	the	fall	of	art	on	the	aristocratic	class	and	their	renaissance	tastes,	making	the	Florentine	
republic	function	as	a	cautionary	tale:	when	art	becomes	an	instrument	of	the	few	instead	of	an	
expression	of	the	will	of	many,	it	brings	ruin	to	the	individual	mind	and	public	morality.	So	to	
stimulate	art	in	the	United	States	and	prevent	its	possible	degradation,	the	American	public	needs	to	
be	educated	in	the	history	of	art,	so	they	do	not	relive	the	faults	of	the	past.	Art	needed	to	be	
carried	to	the	New	World	by	those	who	don’t	see	it	as	fashionable	but	as	a	serious	paradigm	to	
study	and	learn	from.132	
	
Art	Studies	
In	Art-Hints,	Jarves	advocated	the	cultivation	of	art	in	the	United	States,	and	presented	pre-1500	
Italy	as	an	educational	paradigm	for	both	those	elements	in	society	that	should	be	emulated	and	
those	that	should	be	avoided.	Yet,	if	Jarves	wanted	his	countrymen	to	learn	the	lessons	he	
																																								 																				
131	Molho	1998,	pp.	263-294.	In	this	chapter,	entitled	“The	Italian	Renaissance,	Made	in	the	USA”,	
Anthony	Molho	explains	how	the	connection	between	the	Renaissance	and	modernity,	specifically	the	
Florentine	Renaissance	and	modernity	in	North	America,	is	considered	“one	of	the	axioms	of	historical	
wisdom	in	America.”		
132	As	Santori	has	noted,	the	creation	of	this	specific	cultural	canon	also	comes	with	two	interesting	
contradictions.	The	first,	which	is	present	in	the	American	discourse	on	taste	and	museums	during	the	
entire	nineteenth	century,	holds	on	to	the	notion	of	a	pure	American	gaze	while	at	the	same	time	
invoking	(and	actively	propagating	the	education	of)	a	normalizing	“European”	canon	of	taste.	Jarves	
argues	that	taste	has	to	be	democratic,	yet	he	propagates	education	of	a	specific	canon	and	knowledge	
of	art	to	create	this	democratic	taste.	The	second	is	a	contradiction	in	Jarves’s	work:	he	hopes	to	create	a	
canon	of	“taste”	starting	from	a	genre	of	paintings	–	Florentine	and	Sienese	fondi	oro	(which	Jarves	calls	
“gold	background	paintings”)	or	cassoni	–	which	might	have	been	sought	after	objects	for	museum	
curators	and	collectors,	but	that	were	far	from	established	in	European	“common	taste.”	See	Santori	
2000,	p.	186.	
	 39	
envisioned,	art	first	had	to	be	carried	to	the	United	States,	as	Jarves	already	posed	in	the	preface	to	
Art-Hints,	advocating	for	serious	art	students	over	superficial	tourists.133	Apparently	he	saw	a	task	in	
this	for	himself,	as	in	the	five	years	after	the	publication	of	Art-Hints,	he	created	a	collection	of	over	
a	hundred	paintings	which	he	transported	from	Florence	to	the	United	States.	In	the	
correspondence	from	the	late	1850s,	his	wife	Libby	sketches	an	image	of	Jarves	as	a	man	on	a	
mission,	even	when	it	deprived	his	family	of	their	general	wellbeing.	She	doubted	his	“grand	&	
philanthropic	motives”	which	she	thought	would	not	outlast	their	dire	financial	situation.	It	is	
evident	his	collecting	put	a	strain	on	his	family	life;	Libby	wrote:	“we	must	content	ourselves	with	
looking	at	the	gallery	&	thinking	how	many	thousands	have	been	spent	on	it	&	my	children	deprived	
of	almost	everything	which	they	had	rights	to	expect.”134	But	even	after	Jarves	faced	a	major	setback	
in	1859	when	the	trustees	of	the	Boston	Athenaeum	were	unable	to	raise	the	$20,000	dollar	asking-
price	he	had	set	for	his	collection,	he	chose	to	continue	with	the	project.135	He	travelled	to	America	
in	1860	to	arrange	the	publication	of	his	next	book,	and	made	use	of	the	opportunity	to	“organize	an	
Association	to	carry	out	the	project	of	a	Gallery	on	a	satisfactory	scale,”	at	first	attempting	to	keep	
them	in	Boston,	later	deciding	to	let	the	pictures	go	to	New	York	instead,	where	they	were	exhibited	
at	the	newly	opened	Institute	of	Fine	Arts.136		
The	book	Jarves	published,	first	partially	in	the	Atlantic	Monthly	in	July	1860,	and	in	a	
completed	version	in	1861,	was	Art	Studies:	The	“Old	Masters”	of	Italy;	Painting,	a	history	of	Italian	
art,	focusing	on	painting,	that	functioned	as	a	companion	to	his	collection	of	“Old	Masters”.	As	
mentioned	at	the	start	of	this	chapter,	Jarves	considered	Art	Studies	to	be	intrinsically	linked	to	the	
creation	and	the	success	of	his	collection.	This	becomes	clear	from	a	letter	Jarves	wrote	to	Charles	
Eliot	Norton	in	1859:	“The	gallery	without	the	book	or	the	book	without	the	Gallery	in	America	
would	be	failures;	but	united	&	appearing	contemporaneously,	I	hope	to	excite	sufficient	interest	in	
the	subject	as	to	create	eventually,	an	Institution	of	Art	in	Boston	worthy	of	the	reputation	of	our	
city.”137	Jarves	repeated	this	sentiment	in	the	1860	catalogue	to	the	collection,	writing:	“The	
historical	and	critical	researches	required	for	the	preparation	of	“Art	Studies”	–	a	work	chiefly	
referring	to	the	Italian	schools	of	painting,	with	special	reference	for	the	aesthetic	wants	of	America	
–	led	to	the	conception	of	a	gallery	or	museum	of	olden	art	for	America,	based	upon	a	chronological	
																																								 																				
133	Jarves	1855,	p.	13.	
134	Letter	from	Elizabeth	“Libby”	R.	Swain	Jarves	to	Horatio	Jarves,	dated	Florence	7th	of	August,	1859.	
Box	1,	folder	6	of	the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	
Library.		
135	Steegmuller	1951,	pp.	166-181.	
136	Ibidem,	pp.	179-182.	
137	Letter	from	James	Jackson	Jarves	to	Charles	Eliot	Norton,	dated	September	16,	1859.	Box	3,	folder	1	of	
the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
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and	historical	sequence	of	paintings,	arranged	according	to	their	motives	and	technical	progress.	
Without	such	a	museum	of	reference,	it	was	evident	that	a	work	on	Italian	art	would	possess	but	
slight	interest	for	our	public;	while,	if	formed,	each	would	illustrate	and	add	to	the	value	of	the	
other.”138	As	Santori	writes,	this	also	illustrates	the	pedagogical	emphasis	of	the	project,	with	the	
collection	as	a	reference	gallery	for	the	historical	framework	and	concepts	presented	in	Art	Studies,	
many	of	which	were	already	mentioned	in	Art-Hints.	Together,	the	collection	and	the	book	formed	
the	brunt	of	Jarves’s	attempt	to	educate	his	fellow	Americans	on	art	and	what	he	considered	good	
taste	to	the	United	States.	The	twofold	nature	of	his	project	was	a	prerequisite	for	its	possible	
success:	providing	his	public	on	one	hand	with	the	paintings	which	Jarves	considered	the	path	to	
progress,	functioning	as	historical	models	to	educate	the	American	public	on	principles	of	truth	and	
beauty	(and	to	a	lesser	extent	of	degradation	and	decadence);	and	on	the	other	hand	offering	them	
the	tools	to	study	and	learn	something	from	these	paintings,	by	presenting	their	historical	context	–	
both	in	terms	of	styles	and	schools	as	in	their	relations	to	the	societies	they	originated	from	–	as	well	
as	methods	of	art	criticism.	To	put	it	concisely,	if	Jarves’s	collection	of	‘Old	Masters’	was	an	
illustration	of	the	history	of	Art139,	Art	Studies	was	that	which	they	illustrated,	even	in	a	literal	sense:	
engravings	made	of	the	paintings	from	the	collection	were	included	in	Art	Studies	and	reference	is	
made	to	them	throughout	the	book.	So	what	writing	of	Italian	art	does	Jarves	present,	and	in	what	
way	does	his	collection	illustrate	it?	Secondly,	in	what	way	is	the	history	of	Italian	art	made	relevant	
to	the	American	public?	
Jarves	starts	Art	Studies	by	again	stressing	the	aesthetic	wants	of	America	and	the	
consequent	moral	function	art	could	play	in	society:	“[n]o	people	can	properly	cultivate	art	without	
growing	refined	and	predisposed	towards	those	virtues	connected	with	the	appreciation	of	the	
beautiful.”140	He	also	returned	to	the	importance	of	education,	which	can	already	be	gathered	from	
the	title	of	the	book.	“[S]tudying	implies	learning,”	Jarves	explains	in	his	preface,	and	this	learning	
concerns	both	him	as	an	author	–	recognizing	that	he	cannot	do	justice	to	the	complete	history	of	
art	in	a	book	written	for	a	broad	public	–	and	the	reader,	who	will	hopefully	not	just	gather	the	
enjoyments,	but	the	lessons	of	art.141	As	opposed	to	the	more	theoretical	Art-Hints,	Jarves	offers	in	
Art	Studies	a	discussion	of	art	that	concentrates	almost	exclusively	on	Italian	painting,	which	allows	
																																								 																				
138	Jarves	1860a,	p.	5.		
139	An	interesting	comparison	can	be	made	to	Vasari’s	Libro	dei	disegni,	which	Vasari	references	
throughout	the	Vite.	Vasari	collected	drawings	of	the	artists	whose	lives	he	wrote,	to	illustrate	their	style,	
and	it	supposedly	formed	a	virtual	history	of	art	from	Cimabue	to	his	own	time.	Drawings	from	the	Libro	
are	scattered	over	several	museums:	the	Louvre	owns	162	and	the	Nationalmuseum	Stockholm	owns	83;	
other	drawings	are	in	the	Uffizi,	the	British	Museum,	and	the	Metropolitan	Museum	of	Art.	
140	Jarves	1861,	p.	8.	
141	Ibidem,	pp.	vii-ix.	
	 41	
for	a	more	technical	and	detailed	examination	of	pictures,	artists	and	schools.	His	critique	of	the	
United	States	also	takes	a	more	concrete	form,	pointed	at	the	(lack	of)	contemporary	American	art	
and	museum	scene,	but	he	also	offers	solutions	by	presenting	different	ways	knowledge	and	
appreciation	of	art	can	be	promoted	in	the	United	States,	which	again	shows	the	significance	of	the	
educational	aspect	of	his	project.	This	is	equally	clear	in	the	examples	he	gives,	which	present	an	
institutional	solution	to	promote	the	appreciation	of	art	by	establishing	professorships	of	art	and	
museums	and	galleries,	integrated	with	schools	of	design,	preferably	to	be	funded	by	the	
government.142		The	emphasis	of	learning	from	the	past	also	comes	forward	in	Jarves’s	model	of	
history	in	Art	Studies,	similar	to	the	one	that	structures	Art-Hints.	He	conceives	of	history	as	a	
revolving	wheel,	which	suggests	the	cyclical	rise	and	fall	that	was	prominent	in	his	previous	work.	It	
also	implies	an	ongoing	movement	towards	a	fixed	destiny;	Jarves	describes	this	motion	as	progress.	
Because	of	this	emphasis	on	progress,	Jarves	advocates	against	the	revival	of	historic	styles,	stating	
that	“[i]n	this	normal	movement	of	humanity,	the	decay	of	one	series	of	events	fertilizes	the	human	
soil	for	another,	whose	tendency	is	to	correct	the	errors	of	its	progenitors,	laying	one	more	stone	on	
the	cairn	of	history.”143	No	reawakening	of	past	times,	but	learning	from	its	faults	and	merits:	
“[h]ence	the	importance	of	properly	investigating	and	preserving	that	art	which	looms	…	so	grandly	
from	the	mists	of	theology	fast	losing	its	hold	in	the	hearts	of	men.”144		
The	rise	and	fall	of	history	is	embodied	in	what	Jarves	calls	the	Christian	cycle	of	history,	
which	takes	places	from	the	rise	of	Christianity	in	Rome	in	the	second	century	until	his	own	time,	
peaking	between	the	fifteenth	and	sixteenth	century.	Although	the	period	isn’t	necessarily	limited	to	
																																								 																				
142	Ibidem,	pp.	12-21.	That	Jarves’s	own	collection	was	to	play	a	role	in	establishing	museums	is	clear	
from	his	attempt	to	permanently	house	it	in	a	museum	in	America,	and	we	will	return	to	this	in	the	next	
chapter,	where	Jarves’s	ideas	on	museums	and	galleries	will	be	discussed.	
Jarves’s	reason	for	including	an	introduction	that	touches	on	these	issues	is	elucidated	in	a	letter	to	
Charles	Eliot	Norton,	dated	Florence	March	6,	1860.	Jarves	writes:	“I	have	prepared	an	Introductory	
portion	to	my	work,	necessary	to	clear	the	way	for	the	historical	&	aesthetical	part.	Enclosed	you	will	find	
a	memo	of	the	subjects	treated	under	the	several	heads.	The	first	part	is	somewhat	abstract	but	short.	It	
communicates	the	ideas	which	in	my	mind	are	at	the	foundation	of	a	national	taste	&	culture	of	art,	etc.	
The	remaining	portions	are	more	popular	in	their	character	condensing	much	information	useful	to	know	
on	this	subject	&	concluding	with	an	exposition	of	my	views	in	making	my	collection	of	paintings,	its	
scope,	character,	what	it	claims	to	be,	uses,	etc.	In	short	answering	the	many	queries	&	objections	that	
naturally	are	suggested	by	the	nature	of	the	subject	&	enterprise.	Mrs.	Stowe	[Harriet	Beecher	Stowe,	
author	of	Uncle	Tom’s	Cabin,	ed.]	is	desirous	that	I	should	give	them	as	magazine	articles	before	the	book	
is	published.	They	are	carefully	prepared	&	could	I	think	as	a	whole	interest	general	readers.	Mr.	Field	
told	me	that	he	thought	Mr.	Lovell	would	be	glad	to	receive	them	for	the	Atlantic.”	Indeed,	most	of	the	
introduction	was	published	as	articles	in	the	Atlantic	in	1860:	“On	the	Formation	of	Galleries	of	Art”	
published	in	July;	and	“Italian	Experiences	in	Collection	‘Old	Masters’”	published	in	November.	Box	3,	
folder	[1],	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
143	Ibidem,	p.	214.	This	metaphor	can	also	be	found	on	p.	57,	pp.	129-130,	p.	243.	Other	metaphors	Jarves	
uses	for	this	same	development	is	the	awakening	of	the	mind,	or	the	swelling	of	a	mental	wave.	
144	Ibidem,	p.	57.	
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a	geographical	determination,	Jarves	effectively	only	discusses	art	from	Italy,	specifically	Florence,	
Siena,	and	Umbria.	He	divides	the	Christian	cycle	into	three	periods.	The	first,	the	Theological	period,	
is	a	transitional	period	from	the	Roman	Empire	to	the	Middle	Ages,	dated	between	the	second	and	
the	thirteenth	century.	It	is	defined	by	the	dogmas	of	the	church,	who	wholly	controlled	art.	The	
second,	the	Religious	period,	took	place	primarily	in	Italy	between	the	thirteenth	and	the	sixteenth	
century,	when	the	mind	became	free	but	remained	inspired	by	Catholicism,	making	new	progress	
possible.	In	the	third,	the	Naturalistic	period,	motives	and	models	from	the	natural	world	gave	a	new	
impetus	to	the	progress	of	art.	The	precise	beginning	of	this	period	is	vague,	starting	somewhere	
between	in	the	early	fifteenth	century	and	the	dawn	of	the	sixteenth	century,	but	it	lasted	until	
Jarves’s	present,	encompassing	both	the	climax	and	the	inevitable	descent	of	art	into	decadence	and	
sensualism.		
Throughout	his	model	of	history,	Jarves	presents	individual	artists	as	representative	figures	
of	their	time	or	of	the	development	of	art	in	that	time.		Six	painters	in	particular	he	uses	to	structure	
his	history	of	art,	presenting	them	as	the	best	and	the	most	influential	of	their	time.	These	are	
Giotto,	Masaccio,	Fra	Angelico,	Leonardo,	Michelangelo,	and	Raphael.	Jarves	starts	with	art	before	
Giotto,	including	Early	Italian	and	Byzantine	painters	up	until	Cimabue,	a	period	of	which	Jarves	
considered	the	standard	of	art	to	be	“as	meager	as	could	be.”145	This	is	followed	by	the	art	of	Giotto,	
who	represents	the	first	type	of	a	coming	epoch	of	progress,	taking	inspiration	from	nature	while	
remaining	true	to	the	aim	of	art,	which	is	devotion.146	Art	after	Giotto,	which	includes	Giotto’s	
students	and	followers,	is	defined	by	a	split	in	Epic	and	Lyric	successors,	the	former	defined	by	a	
more	narrative	expression,	inspired	by	nature	and	located	in	Florence,	and	the	latter	defined	by	a	
more	mystical	or	spiritual	tone,	located	in	Siena.147	This	mystical	art	finds	its	culmination	in	the	work	
of	Fra	Angelico,	although	he	did	not	originate	from	nor	worked	in	Siena.	Angelico	represents	the	
ideal	type	of	mystical	art,	and	Jarves	praises	him	for	his	unsurpassed	spiritual	truthfulness,	but	in	
relation	to	the	other	five	painters,	he	is	the	odd	one	out.148	The	main	basis	for	this	appreciation	of	
the	work	of	Fra	Angelico	is	Vasari’s	Vite,	but	it	is	probably	also	heavily	influenced	by	Alexis-Francois	
Rio,	who	championed	the	work	of	Angelico	in	his	De	la	poésie	chrétienne,	which	similarly	inspired	an	
esteem	for	Angelico	in	Anna	Jameson.149		
The	development	of	art	continues	with	the	period	of	Masaccio,	where	Masaccio	represents	
the	advent	of	naturalism	which	replaces	the	gold	backgrounds	of	Giotto	and	his	followers	with	
																																								 																				
145	Ibidem,	pp.	111-121.	
146	Ibidem,	pp.	122-149.	
147	Ibidem,	pp.	150-210.	
148	Ibidem,	pp.	211-241.	
149	Bullen	1994,	pp.	86-87,	p.	114,	p.	131.	
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natural	or	architectural	space.150	The	period	after	Masaccio,	which	includes	both	his	students	and	
followers,	is	a	continuation	of	the	naturalism	of	Masaccio,	where	art	becomes	a	“pliable	mechanism”	
for	whatever	patronage	it	can	find,	be	it	church,	the	people,	or	private	patrons.	Although	this	does	
not	make	these	painters	representative	of	decadence,	it	does	signal	the	beginning	of	the	downward	
phase	of	art.151	But	before	the	downward	phase	truly	sets	in,	we	first	reach	the	final	climax	of	Italian	
art	at	the	end	of	the	fifteenth	and	start	of	the	sixteenth	century.	The	climax	is	embodied	both	
together	and	individually	by	Leonardo,	Michelangelo,	and	Raphael.	Each	representing	a	different	
culmination	of	artistic	growth	–	Leonardo	the	intellectual,	Michelangelo	the	individual,	and	Raphael	
the	universal	–	they	usher	in	the	decline	of	art,	as	none	of	their	students	or	followers	is	able	to	
imitate	or	emulate	them.152	The	period	that	follows	them	is	characterized	by	Jarves	as	one	of	loss	of	
religious	sentiment	and	democratic	expression	in	exchange	for	sensualism	and	decadence,	led	by	
the	patronage	of	the	Medici	princes	and	popes.153		
Art	reached	its	pinnacle	at	the	end	of	the	fifteenth	and	start	of	the	sixteenth	century	
through	the	combination	of	things	–	freedom	of	mind,	religious	devotion,	scientific	progress	–	that	
enabled	art	to	progress	in	many	forms.	Florence	in	particular	takes	a	center	stage.	To	quote	Jarves:	
“Florence	is	distinguished	above	all	other	Italian	cities	for	the	variety	of	her	art.	She	was	
comparatively	free,	commercial,	and	cosmopolitan,	and,	in	consequence,	eclectic	in	her	
intellectual	tone,	giving	birth	to	and	fostering	extremes	of	style	and	sentiment.	Fra	Angelico	and	
Fra	Filippo	were	contemporaries	within	her	walls.	While	the	school	of	Masaccio	was	in	its	fullest	
vigor,	a	counterbalancing	tendency	of	spiritual	expression	was	maintained	with	much	purity	and	
genius	by	Perugino,	Lorenzo	di	Credi,	Fra	Bartolomeo,	and	their	scholars,	who	although	having	
much	in	common	in	the	principles	of	design	and	color	with	the	naturalists,	yet	held	firmly	to	
religious	inspiration.”154	
These	qualities	of	Florence	being	free,	commercial,	cosmopolitan,	and	eclectic	bring	us	back	to	the	
close	similarity	Jarves	perceived	between	medieval	Florence	and	the	nineteenth-century	United	
States.	I	want	to	stress	the	additional	characteristic	of	Florence	being	cosmopolitan,	because	it	
enables	Jarves	to	lift	Florentine	art	from	its	regional	or	national	context	and	make	it	suitable	for	
American	appropriation.	Jarves	believed	in	the	cosmopolitan	nature	of	art	criticism,	founding	art	on	
																																								 																				
150	Jarves	1861,	pp.	242-291.	
151	Ibidem,	pp.	309-375.	
152	Ibidem,	pp.	376-466.	
153	Ibidem,	pp.	467-480.	
154	Ibidem,	p.	319.	A	similar	description	of	Florence	as	a	“thoroughly	earnest,	democratic	commonwealth,	
the	political	life-blood	of	which	was	interpenetrated	with	the	spirit	of	labor	and	trade;	thrifty	and	
parsimonious	in	private,	but	lavish	beyond	modern	conception,	upon	art	and	all	that	exalted	its	
reputation	and	its	glory,”	can	be	found	on	p.	99.	
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a	broad	foundation	of	knowledge:	“A	great	gallery	of	art	should	represent	all	phases	of	art,	through	
their	several	stages	of	progress	and	decay,	meeting	all	wants	and	tastes,	so	criticism	should	be	
founded	on	equally	as	broad	a	foundation.	Not	proud	of	its	erudition	nor	dictatorial,	but	with	due	
humility	uttering	its	opinions,	prompt	to	sustain	them,	and	yet	ever	ready	to	listen	and	learn.”155	It	is	
one	of	the	ambiguities	of	Jarves’s	work:	art	has	to	be	universal	and	appeal	to	all	men	and	Jarves	
advocates	universal	study	of	art,	while	at	the	same	time	he	defines	art	within	its	national	or	regional	
context	and	in	his	own	work	as	a	collector	and	as	a	writer,	particularly	in	Art-Hints	and	Art	Studies,	
focusing	on	Italian	art.	
Another	ambiguity	in	Jarves’s	work	is	that	it	presents	Italian	art	as	a	model	to	emulate	the	
historical	rise	of	art	in	nineteenth	century	America,	but	does	not	address	how	a	future	fall	of	art	can	
be	avoided.	In	Art-Hints,	Jarves	only	discussed	the	fall	of	art	from	a	theoretical	standpoint,	blaming	
the	materialistic	aspect	of	the	Renaissance	and	its	emphasis	on	science	over	religion	for	the	fall	of	
art.	156	Similarly,	it	explained	why	northern	art,	with	its	emphasis	on	the	material,	on	day-to-day	life,	
lacked	the	spiritual	greatness	that	made	Italian	religious	art	the	summit	of	artistic	expression.	In	Art	
Studies,	“[w]ith	Raphael	[the]	present	scope	of	inquiry	closes.”157	The	final	chapter	however	still	
touches	upon	the	fall	of	art	after	the	death	of	Raphael,	mainly	discussing	examples	of	simmering	
remnants	of	the	influence	of	the	developments	that	Leonardo,	Michelangelo,	and	Raphael	brought	
to	art.	These	examples	include	the	likes	of	Correggio,	Caravaggio,	Salvator	Rosa,	Claude	Lorraine,	
and	Poussin.	Most	attention	is	paid	to	the	Carracci,	who	Jarves	thought	made	an	admirable	effort	to	
unite	in	their	eclecticism	the	“varied	excellences	they	coveted	in	those	great	masters	who	were	their	
models	in	painting,”	although	it	was	only	an	imitation	of	forms	and	not	of	spirit.158	The	problem	of	
modern	art,	and	consequently	the	promise	for	art	in	the	future,	is	to	create	a	genuine	spirituality	
that	can	inspire	art	as	Christianity	had	done	in	the	Middle	Ages.159	What	Jarves	neglects	to	consider	
is	the	possibility	of	art	becoming	degraded	again	in	the	future,	and	he	neglects	to	consider	a	
safeguard	against	a	future	fall.	Perhaps	a	future	fall	of	art	is	inevitable:	Jarves’s	model	of	history	is	
cyclical,	an	ever-turning	wheel	that	brings	development	in	rising	and	falling	waves.	In	any	case,	
Jarves	does	not	present	a	solution	to	this	problem.	
																																								 																				
155	Ibidem,	p.	51.	
156	Jarves	1855,	pp.	42-61.	
157	Jarves	1861,	p.	467.	
158	Ibidem,	pp.	472-475.	This	attention	paid	to	the	Carracci	could	be	an	indication	that	Jarves	was	
influenced	by	the	work	of	Giovanni	Pietro	Bellori	(1613-1696),	Italian	painter,	antiquarian,	and	
biographer	of	artists	from	the	seventeenth	century	in	his	Vite	de’Pittori,	Scultori	et	Architetti	Moderni	
(1672).	
159	Ibidem,	pp.	482-499.	
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As	mentioned	above,	the	collection	is	inherently	linked	to	the	book,	and	throughout	Art	
Studies	reference	is	made	to	paintings	from	the	Jarves	collection.	Forty-one	of	the	paintings	are	
reproduced	in	the	book	in	forty-three	different	“copperplate	illustrations,”	drawn	and	engraved	by	
Vincenzo	Stanghi,	a	pupil	of	Italian	engraver	Raphael	Morghen	(1758-1833).160	To	my	knowledge,	the	
engravings	were	never	published	separately,	but	only	as	illustrations	to	Art	Studies;	additionally,	I	
am	not	aware	of	the	existence	of	any	individual	prints	after	works	from	the	collection.	Jarves	
recognized	the	difficulty	of	representing	paintings	in	the	medium	of	the	engraving,	particular	in	the	
case	of	later	artists	or	those	in	which	coloring	was	an	important	feature.161	In	a	letter	to	Charles	Eliot	
Norton,	he	writes	that	they	are	mainly	intended	to	“give	an	idea	of	the	character	of	the	collection”	
and	that	he	omitted	the	Venetians,	“because	engraving	fails	to	render	their	best	characteristics.”162	
Character	is	a	strange	choice	of	words	as	the	engravings	mostly	give	an	idea	of	the	design	of	the	
paintings,	and	in	another	letter	he	wrote	to	Norton	that	he	was	“compelled	to	add	a	note	in	regard	
to	the	engravings,	stating	that	they	are	only	intended	to	show	the	composition.	The	pictures	being	so	
superior	will	gain	by	contrast.	Very	few	illustrations	of	this	character	are	ever	satisfactorily	done.”163	
To	what	end	then	are	these	engravings	included	it	the	publication?	Jarves	explained	his	reasons	for	
selecting	which	paintings	were	to	be	represented	as	an	engraving	to	Norton,	writing:	
“I	enclose	you	a	list	of	such	engravings	as	are	preparing	for	my	book.	You	will	observe	that	they	
embrace	consecutive	specimens	of	the	progress	of	painting,	beginning	with	Byzantine	&	Graeco-
Italian	art,	through	the	Giotteschie	[sic]	Purists,	Naturalists	&	Classicalists,	down	to	the	
culmination	of	the	social	schools	in	the	days	of	Raphael	&	later	showing	the	various	motives	that	
																																								 																				
160	Little	is	known	about	Stanghi,	only	that	he	worked	as	an	engraver	in	Florence	in	the	nineteenth	
century.	Besides	the	engravings	he	created	for	Jarves,	he	also	created	cartographic	engravings	for	several	
other	books.	See	his	name	in	the	database	of	the	Central	Institute	for	the	Union	Catalogue	of	Italian	
Libraries	and	Bibliographic	Information:	
http://opac.sbn.it/opacsbn/opaclib?db=solr_iccu&resultForward=opac/iccu/brief.jsp&from=1&nentries=
10&searchForm=opac/iccu/error.jsp&do_cmd=search_show_cmd&item:5032:Nomi::@frase@=CFIV1664
65	(15	May	2018).	
161	Jarves	1861,	p.	xiii.	The	complete	explanatory	text	reads:	
“The	above	illustrations	are	taken	from	pictures	belonging	to	the	collection	made	by	the	author,	and	
were	drawn	and	engraved	by	Vincenzo	Stanghi,	a	pupil	of	Raphael	Morghen.	They	give	the	character	of	
the	several	compositions,	and	the	artist	has	been	happy	in	his	earlier	ones	on	a	minute	scale.	But	the	
later,	especially	the	Masaccio,	Leonardo,	Raphael,	Bazzi,	Francia,	and	Domenichino,	require	more	
particular	reference	to	the	paintings	themselves	to	obtain	a	correct	idea	of	the	manner	of	those	artists.	A	
full	“Descriptive	Catalogue”	of	the	“Old	Masters”	collected	to	illustrate	the	History	of	Painting	from	A.D.	
1200	to	the	best	periods	of	Italian	Art,	with	explanatory	documents,	etc.,	will	be	found	in	a	pamphlet	to	
be	had	with	or	apart	from	“Art-Studies,”	to	which,	however,	it	is	arranged	as	an	“Appendix.”	
162	Letter	from	James	Jackson	Jarves	to	Charles	Eliot	Norton,	dated	Florence	January	15,	1860.	Box	3,	
folder	[1],	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
163	Steegmuller	1951,	p.	188.	
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inspired	them	&	the	gradual	development	of	the	landscape,	portraiture,	mythological	&	
historical	compositions	out	of	the	purely	Christian	phase	of	painting.”164		
Comparing	this	statement	to	the	list	of	illustrations	(fig.	45),	what	stands	out	is	how	Jarves’s	
emphasis	on	Christian	iconography	takes	shape	in	the	selection.	Only	three	paintings	are	included	
which	do	not	depict	religious	imagery:	The	Rape	of	Deianira	by	Antonio	Pollaiuolo	(no.	75	in	the	
1860	catalogue;	1871.42),	the	Portrait	of	a	princess	of	the	Vitelli	family	by	Francesco	Francia	(no.	92	
in	the	1860	catalogue;	1871.72,	currently	attributed	to	Ridolpho	Ghirlandaio),	and	the	Artemisia	by	
Domenichino	(no.	134	in	the	1860	catalogue;	1871.104,	currently	attributed	to	an	unknown	artist).	
The	forty	remaining	engravings	primarily	depict	different	scenes	from	the	life	of	Christ,	as	well	as	
different	saints,	and	different	variations	of	the	Madonna	and	Child-type.	The	placement	of	the	
engravings	invites	comparison,	grouping	together	similar	subjects	or	compositions,	and	
contemporaries	or	artists	that	are	related	in	style.	A	good	example	of	this	is	plate	J.,	which	depicts	
four	different	versions	of	a	Madonna	and	Child,	attributed	by	Jarves	to	Gentile	da	Fabriano,	Cosimo	
Rosselli,	Sandro	Botticelli,	and	Domenico	Ghirlandaio	(fig.	46).	Similarly,	plate	K.,	depicting	works	by	
Perugino,	Raphael	and	Lo	Spagna,	invites	comparison	as	Raphael	and	Lo	Spagna	are	both	pupils	of	
Perugino	(fig.	47).		
This	is	not	to	say	this	comparison	is	always	made	by	Jarves	himself	in	the	text.	In	fact,	several	
of	the	paintings	included	as	engravings	are	barely	discussed,	or	the	part	of	the	painting	that	is	
discussed	is	not	reproduced	in	the	engraving.165	At	the	same	time,	Jarves	does	refer	to	works	in	the	
book	that	are	not	reproduced	as	an	engraving.166	Jarves	also	mentions	many	works	that	can	be	seen	
on	various	locations	in	Italy,	usually	works	that	his	audience	would	have	been	familiar	with	through	
transatlantic	travel	or	the	works	of	others.	An	example	of	this	are	the	frescoes	at	Campo	Santo	in	
Pisa,	which	are	mentioned	several	times	and	relation	to	several	different	artists	in	Art	Studies,	and	
which	would	probably	have	been	familiar	to	his	audience	as	it	was	a	fashionable	tourist	destination,	
featured	in	many	guidebooks,	and	in	the	work	of,	among	others,	Anna	Jameson.167	Jarves’s	appeal	to	
																																								 																				
164	Letter	from	James	Jackson	Jarves	to	Charles	Eliot	Norton,	dated	Florence	January	15,	1860.	Box	3,	
folder	[1],	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
165	An	example	of	the	former	is	the	Madonna	and	Child	attributed	to	Cosimo	Rosselli	(no.	67	in	the	1860	
catalogue;	1871.46,	attributed	to	the	Master	of	the	Fiesole	Epiphany).	See	Jarves	1861,	p.	278.	An	
example	of	the	latter	is	the	Byzantine	Triptych	on	plate	A	(no.	1	in	the	1860	catalogue;	1871.113),	of	
which	Jarves	notes	that	“the	part	referred	to	is	not	produced	in	the	engraving.”	See	Jarves	1861,	p.	293.	
166	An	example	of	a	painting	not	reproduced,	but	still	mentioned,	is	an	Annunciation	he	attributed	to	
Piero	Pollaiuolo	(no.	76	in	the	1860	catalogue;	1871.63,	currently	Neroccio	de’Landi).	See	Jarves	1861,	p.	
272.		
167	Jarves	1861,	p.	127,	p.	154	(Buffalmacco),	p.	160	(Stefano	Fiorentino),	p.	165	(Antonio	Veneziano),	p.	
166	(Francesco	da	Volterra),	p.	167	(Bruno,	a	friend	of	Buffalmacco),	p.	175	(Orcagna),	p.	304-305	
(Benozzo	Gozzoli),	p.	475.	Jarves	also	mentions	many	well-known	works	that	would	have	been	familiar	
with	his	American	audience	though	copies	or	engravings.	Examples	of	this	include	Leonardo’s	Last	
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a	well-traveled	audience	is	paradoxical,	as	he	created	this	collection	so	his	countrymen	would	no	
longer	have	to	travel	to	Europe	for	their	art	education,	even	explicitly	mentioning	the	supposed	
“greater	distance	from,	and	perhaps	indifference	of”	art	the	American	audience	in	Art-Hints.168	
The	engravings	have	a	limited	range	due	to	their	limited	number,	but	they	still	represent	a	
little	less	than	one-third	of	the	collection.	Of	his	six	representative	artists,	only	Giotto,	Masaccio,	
Raphael	and	Leonardo	are	represented	in	an	engraving.	Although	the	absence	of	Michelangelo	can	
be	explained	from	the	fact	that	Jarves	did	not	own	a	painting	he	attributed	to	him,	Jarves	did	own	a	
painting	he	attributed	to	Fra	Angelico	(Saints	Zenobius,	Francis,	and	Anthony	of	Padua,	no.	41	in	the	
1860	catalogue;	1871.31,	currently	attributed	to	Zanobi	di	Benedetto	Strozzi).	Also	notably	missing,	
and	neither	included	as	an	engraving	nor	discussed	in	the	text,	are	the	group	of	cassoni	pictures	and	
the	group	of	historical	portraits	from	the	Jarves	collection.	And	while	the	artists	of	the	cassone	
paintings	are	at	least	mentioned	in	the	book,	this	is	not	the	case	with	the	historical	portraits,	which	
suggests	again	that	they	don’t	really	fit	within	the	structure	of	the	collection.		
	
Conclusion	
Throughout	Art-Hints	and	Art	Studies,	Jarves	presented	Italian	art	as	an	educational	paradigm	for	the	
United	States.	This	paradigm	followed	a	model	of	rise	and	fall,	with	its	climax	at	the	end	of	the	
fifteenth	century,	and	therefore	was	able	to	convey	that	the	United	States	could	learn	both	what	to	
emulate	and	what	to	evade	in	their	cultivation	of	art	through	studying	its	history.	The	image	of	
medieval	Italy	overflowing	with	artists	and	artistic	treasures	was	used	to	show	Americans	who	read	
Art-Hints	and	Art	Studies	a	society	where	art	was	regarded	as	an	important	aspect	of	society	and,	in	
turn,	the	influence	it	had	on	society.	Jarves’s	own	collection	functioned	as	an	illustration	to	this	
history,	but	also	is	an	attempt	to	translocate	this	art,	and	its	societal	influence,	from	Europe	to	
America.	Fifteenth-century	Florence	was	made	relevant	or	at	least	familiar	to	Americans	by	focusing	
on	the	Florentine	republic.	Jarves	created	an	image	of	the	city-state	as	an	ideal	city	that	was	
democratic,	religious	and	free,	where	rising	individuality	brought	commercial	enterprise	and	
scientific	progress.	And	although	this	spirit	of	the	age	did	eventually	lead	to	moral	decadence	and	
decay,	it	also	inspired	an	art	that	was	cosmopolitan	and	universal.	One	could	ask	whether	these	
aspects	–	cosmopolitanism,	universality,	democracy,	religious	devotion	and	freedom	–	are	inherently	
																																								 																				
Supper,	Michelangelo’s	frescoes	in	the	Sistine	Chapel	or	Raphael’s	Transfiguration.	For	more	on	the	
copies	made	after	“Old	Master”	paintings	for	the	American	public,	see	Jaffe	1989,	p.	26.	
168	See	note	104.	
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Florentine	or	specific	to	the	situation	in	Florence	in	the	fifteenth	century.	They	are	not,	of	course,	
and	other	periods	or	national	schools	could	have	made	to	fit	a	similar	historical	paradigm.		
An	interesting	parallel	to	Jarves	can	be	found	in	the	figure	of	Théophile	Thoré	(1807-1869),	
who	was	also	known	under	his	pseudonym	W.	Bürger.169	Thoré	had	started	his	professional	life	as	a	
French	journalist,	but	later	gave	up	journalism	and	became	an	art	critic	and	started	an	agency	for	
“expertise,	sale,	purchase	and	exchange	of	libraries,	art	galleries,	collections.”170	He	was	also	an	avid	
collector,	collecting	according	to	himself	in	support	of	his	historical	researches.	He	is	perhaps	best	
known	for	being	a	champion	of	the	Dutch	seventeenth-century	school	and	“discoverer”	and	former	
owner	of	several	paintings	by	Johannes	Vermeer	and	Carel	Fabritius’	Goldfinch.	Thoré	described	
himself	as	a	compulsive	collector	who	collected	and	studied	art	for	his	“enjoyment	and	instruction,”	
but	this	tableaumanie	may	be	seen	as	part	of	his	cause	of	studying	and	promoting	the	seventeenth-
century	Dutch	school,	which	at	that	time	was	still	little-studied.	Jarves	and	Thoré	thus	also	had	
similar	motives	in	collecting,	beside	them	being	contemporaries	with	several	mutual	connections,	
and	having	similar	career-paths.	But	where	Jarves’s	collection	became	fixed	early	on	and	only	
changed	due	to	Jarves	hitting	on	hard	times,	Thoré’s	was	a	working	collection	that	continuously	
changed	as	he	destined	his	paintings	for	more	important	galleries	in	Europe.	Jarves’s	collection	was	
intended	to	form	a	national	gallery	in	the	United	States.	However,	the	most	interesting	similarity	
between	Jarves	and	Thoré	might	be	their	similar	interpretations	of	the	significance	of	historical	art,	
both	in	relation	to	European	history	and	to	their	respective	national	contexts.	In	fact,	Thoré’s	
interpretation	of	seventeenth-century	Dutch	art	mirrors	Jarves’s	interpretation	of	medieval	
Florentine	art,	emphasizing	the	republican	origins	of	Dutch	art.	Despite	these	similarities,	there	is	an	
important	difference	between	Thoré	and	Jarves	in	their	view	of	the	naturalist	traditions	in	European	
art:	whereas	Thoré	advocated	the	naturalist	traditions	in	European	art,	Jarves	recognized	that	it	was	
an	element	of	its	development,	while	at	the	same	time	rejecting	it	in	favor	of	religious	imagery.	His	
ranking	of	art	based	“upon	the	scale	of	nature	in	her	gradations	from	lower	to	higher	organizations”	
made	him	rank	Dutch	and	Flemish	art	in	the	lowest	order;	its	general	development	was	too	based	
upon	the	external	world.171	Using	similar	arguments,	Jarves	dismisses	the	French,	German,	and	
English	schools.	Italian	art	on	the	other	hand	was	characterized	by	its	devotion	–	at	least	before	the	
Medici	took	over	at	the	start	of	the	sixteenth	century	–	and	this	made	it	surpass	all	other	schools.		
That	is	not	to	say	Jarves	dismissed	the	study	of	the	non-Italian	schools.	In	fact,	while	
Florentine	art	was	an	important	–	perhaps	the	most	important	–	part	of	the	study	of	art	in	the	
																																								 																				
169	This	account	on	Thoré-Bürger	is	based	on	Jowell	1996,	pp.	115-129;	and	Jowell	2003,	pp.	54-119.	
170	Jowell	2003,	p.	76.	
171	Jarves	1861,	p.	30,	p.	76.	
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United	States,	it	was	also	just	the	beginning.	As	Jarves	himself	had	written	to	Norton,	his	collection	
was	to	be	the	nucleus	of	a	free	gallery	of	art,	and	he	wanted	this	gallery	in	time	to	encompass	the	
complete	scope	of	history.	As	mentioned	above,	Jarves	offered	many	ideas	on	the	foundation	of	
museums	in	Art	Studies.	The	next	chapter	will	discuss	how	Jarves	imagined	a	national	museum	in	the	
United	States,	as	well	as	its	relation	to	his	own	collection.	
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Chapter	3:	The	Collection	as	a	Museum	
	
	
In	the	previous	two	chapters	we	have	seen	how	in	the	late	1850s	and	early	1860s,	Jarves	created	a	
collection	and	a	corresponding	framework	of	art	historical	writings	that	helped	present	medieval	
and	early	Renaissance	art	from	Italy	as	an	educational	paradigm	for	an	American	audience.	He	
accommodated	this	audience	by	putting	an	emphasis	on	a	specific	American	experience	of	art	and	a	
supposed	similarity	between	medieval	Florence	and	the	nineteenth-century	United	States,	
particularly	on	a	moral	level,	stressing	values	and	concepts	as	freedom,	democracy,	
cosmopolitanism,	universality	and	religious	devotion.	Jarves’s	project	was	inherently	two-fold,	
providing	the	American	public	both	with	knowledge	of	art	and	art	history	in	the	form	of	his	writings	
and	the	physical	examples	of	this	art	in	his	collection.	However,	a	third	aspect	should	also	be	taken	
into	account:	to	bring	the	public	into	contact	with	his	collection,	it	was	crucial	that	it	would	be	
exhibited	somewhere	in	the	United	States.	Jarves	himself	held	very	specific	ideas	on	how	to	exhibit	
art	and	on	the	purpose	of	museums,	and	in	ways	his	attempts	to	get	his	collection	housed	in	a	
museum	or	at	least	temporarily	exhibited	to	the	American	public	were	an	expression	of	this.	This	
final	chapter	will	therefore	discuss	the	museological	aspect	of	Jarves’s	civilization	project.		
This	chapter	initially	might	seem	a	digression	from	the	previous	two	chapters,	as	it	moves	
way	from	the	primary	focus	on	the	Jarves	collection	as	a	writing	of	history.	However,	it	places	
Jarves’s	conception	of	art	history	within	the	bigger	framework,	namely	that	of	creating	an	
educational	space	where	the	American	public	could	encounter	Jarves’s	ideas.	It	is	important	to	
reiterate	here	that	according	to	Jarves’s	stated	aim,	the	collection	was	intended	to	form	the	basis	for	
a	museum	or	gallery	in	the	United	States.	As	this	chapter	will	show,	Jarves	had	very	specific	ideas	
about	how	this	museum	was	to	be	conceptualized,	ideas	that	tie	in	to	the	same	principles	of	
education	and	the	progress	of	civilization	that	underlie	both	his	collection	and	writings.	Considering	
Jarves’s	ideas	on	museums	as	part	of	his	civilizing	offensive	also	takes	into	account	how	Jarves’s	
project	expanded	beyond	his	first	collection	of	‘Old	Masters’,	forming	a	bridge	not	only	to	his	own	
work	later	in	life,	but	also	to	the	larger	developments	within	the	American	art	world	in	the	last	
decades	of	the	nineteenth	century.	Consequently,	it	enables	us	to	visualize	his	intentions	for	his	
collection	as	an	educational	tool	within	his	belief	that	the	United	States	was	the	culmination	(and	
consequently,	the	future	heir)	of	all	history	that	came	before	it.			
Central	in	this	chapter	is	thus	the	question	of	how	Jarves	conceptualized	the	museum	he	
wanted	to	establish,	and	what	role	his	own	collection	was	to	have	within	it.	To	examine	this,	this	
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chapter	will	be	split	into	two	parts.	The	first	part	will	discuss	Jarves’s	criticism	of	the	American	
museum	scene	and	his	own	conceptualization	of	the	museum.	It	will	look	at	the	contrast	between	
the	existing	American	museum	practice	and	Jarves’s	conception	of	the	museum,	which	is	both	
heavily	influenced	by	and	a	modification	of	existing	European	museum	practice.	Jarves	has	written	
on	museums	on	several	occasions,	but	the	focus	will	be	on	the	writings	from	the	first	half	of	the	
1860s,	as	later	publications	mainly	reiterate	his	opinions	as	stated	in	earlier	work.	The	second	part	
will	examine	the	role	Jarves	saw	for	his	own	collection	both	in	theory	and	in	practice	by	looking	at	
how	he	included	his	own	collection	in	the	conception	of	the	museum,	as	well	as	the	ways	the	
collection	was	exhibited	in	various	venues	between	1861	and	1871,	although	only	limited	sources	on	
the	latter	exist.	Continuing	from	the	previously	mentioned	writings,	this	will	also	include	several	
newspaper	articles	discussing	the	exhibitions	of	the	paintings	and	some	archival	documentation.		
	 Before	going	into	the	body	of	this	chapter,	I	first	want	to	briefly	introduce	Jarves’s	role	in	the	
American	history	of	museums,	which	has	been	established	by	his	inclusion	in	several	of	its	seminal	
publications,	including	René	Brimo’s	L’evolution	du	gout	aux	États-Unis,	d’apres	l’histoire	des	
collections	(1938,	English	translation	2016)	and	W.G.	Constable’s	Art	Collecting	in	the	United	States	
of	America	(1964).172	Within	this	history,	he	is	primarily	credited	with	creating	the	first	American	
collection	of	early	Italian	art	and	with	bringing	a	historical	and	systematic	approach	to	both	the	
collecting	and	exhibiting	of	artworks,	particularly	in	relation	to	his	attempt	to	educate	the	American	
public.	What	has	received	little	attention	however,	is	his	motivations	and	ambitions	behind	his	aim	
of	his	collection	“forming	the	nucleus	of	a	Free	Gallery	in	one	of	[the]	large	cities	[of	the	United	
States],	and	thus	be	made	to	promote	his	aim,	–	the	diffusion	of	artistic	knowledge	and	aesthetic	
taste	in	America.”173	It	is	important	to	address	this	aspect	of	Jarves’s	project,	because	the	
importance	he	attaches	to	this	specific	form	of	exhibiting	art	holds	certain	assumptions	about	the	
institutionalization	of	art	history	and	the	ways	to	interact	with	art	objects,	which	goes	beyond	just	
the	museum	as	just	a	locus	of	education.	Although	this	chapter	is	not	an	examination	of	the	
professional,	cultural,	and	ideological	practices	of	museums	in	the	nineteenth	century,	when	
questioning	Jarves’s	aim	of	creating	a	museum	we	need	to	also	acknowledge	that	the	museum	is	not	
a	neutral	or	unproblematic	place	and	that	its	ways	of	ordering	and	documenting	collections	are	not	
natural	or	neutral.	In	the	case	of	Jarves	this	is	made	clear	in	his	attempt	to	change	the	way	his	
contemporaries	in	the	United	States	conceptualized	the	museum	and	replace	it	with	a	notion	of	the	
																																								 																				
172	Other	examples	include	Pach	1948,	Lynes	1954,	Burt	1977,	and	Reist	2015.	
173	Jarves	1860a,	p.	6	
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museum	that	is	heavily	based	in	European	examples,	with	European	art	as	the	core	of	its	permanent	
collections,	although	modified	to	fit	an	American	audience.		
	
Jarves’s	conception	of	the	museum	
As	discussed	in	the	previous	two	chapters,	Jarves’s	first	interaction	with	art	in	a	museum	space	took	
place	in	the	Louvre	after	he	moved	to	Paris	in	1852,	but	this	is	not	to	say	that	there	were	no	
American	museums	at	that	time.	The	Charleston	Museum,	created	in	1773	as	an	offshoot	of	the	
Venerable	Library	Society	and	the	first	American	cabinet	to	call	itself	a	museum,	is	generally	
accepted	to	have	been	the	first	museum	in	the	New	World.174	As	Joel	Orosz	has	pointed	out	
additionally,	Charleston	was	hardly	the	earliest	attempt	at	museum-making	in	the	American	
provinces:	book	collections	and	cabinet	collections	can	be	found	as	early	as	the	seventeenth	century	
and	were	transformed	into	scientific	collections	under	the	influence	of	the	Enlightenment.175	
Museums	in	the	American	context	were	generally	tied	to	educational	institutions	that	were	only	
accessible	to	an	intellectual	elite,	and	what	was	known	to	the	general	public	as	museums	were	
public	exhibitions	that	had	to	balance	educational	intent	with	financial	motivations,	which	resulted	
in	the	well-known	nineteenth-century	American	side-shows.176	These	pre-1870	museums	are	often	
dismissed	in	the	historiography	as	either	pandering	to	a	unrefined	general	public	or	being	
unresponsive	to	the	needs	of	this	general	public,	instead	serving	the	need	of	a	small	(intellectual)	
elite.177	While	public	museums	in	America	supposedly	emerged	around	the	same	time	as	they	did	in	
Europe	–	that	is,	from	the	mid	to	late	eighteenth	century	–	it	is	important	to	realize	that	they	
emerged	from	very	different	backgrounds,	and	therefore	do	not	simply	represent	the	
transplantation	of	the	museum-concept	from	Europe	to	the	New	World:	where	European	public	
museums	often	grew	out	of	royal	or	aristocratic	collections	that	had	been	created	over	several	
generations	and	were	either	partially	or	completely	funded	through	the	government,	American	
collections	were	created	from	scratch	through	private	enterprise	in	a	relatively	short	period	of	time.	
These	collections	primarily	existed	of	natural	history	or	scientific	exhibits,	with	art	functioning	mainly	
as	an	illustration	to	(national)	history,	as	is	exemplified	in	the	gallery	of	portraits	of	Revolutionary	
																																								 																				
174	Burt	1977,	p.	26;	Orosz	1990,	p.	15.	
175	Orosz	1990,	p.	11-25,	p.	26.	See	also	Brimo	2016,	p.	96-110.	For	a	more	in-depth	discussion	of	the	
genesis	and	development	of	the	American	museum	of	natural	history,	see	Orosz	1990.	
176	Lynes	1954,	p.	12.	Orosz	1990	gives	examples	of	this	throughout	the	book,	most	prominently	
American	Museum,	which	was	bought	by	“greatest	showman”	P.T.	Barnum,	see	pp.	133-134,	p.	172.	
177	Orosz	1990,	pp.	238-239.	
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heroes	that	Charles	Willson	Peale	included	in	his	Peale	Museum	in	Philadelphia,	which	was	founded	
in	1786.178		
When	it	comes	to	the	taste	for	art	in	the	New	World,	both	Brimo	and	Constable	have	argued	
in	their	studies	on	the	history	of	collecting	in	the	United	States	that	collections	go	as	far	back	as	the	
colonial	period,	although	they	generally	included	objects	of	low	quality	and	were	primarily	limited	to	
(family-)portraits	either	in	full-scale	or	in	miniature.179	The	Revolutionary	period	saw	some	growth	in	
the	appreciation	of	the	fine	arts	with	increasing	collecting	of	copies	after	Old	Masters,	but	it	is	
unclear	whether	these	were	held	to	be	originals	or	accepted	to	be	copies	and	fakes.180	From	the	
start	of	the	nineteenth	century,	collecting	took	on	more	serious	(that	is	to	say,	more	European)	
forms,	with	the	authenticity	and	aestheticism	of	artworks	becoming	more	important.	Prevailing	
taste	preferred	either	European	Old	Masters	of	the	sixteenth,	seventeenth	and	eighteenth	century,	
principally	Italian	and	French,	or	works	by	contemporary	American	artists,	many	of	whom	had	
studied	in	Europe.181	There	was	a	growth	of	(private)	collectors	and	amateurs	who	created	art	
collections	and	art	initiatives	from	the	1820s,	often	from	the	belief	that	if	America	was	to	be	great,	it	
needed	to	cultivate	(its	own)	art.182	An	example	that	is	closest	to	Jarves’s	project	is	the	collection	of	
Thomas	Jefferson	Bryan	(1800-1870).	Because	of	the	similarities	between	Jarves	and	Bryan,	both	in	
time	and	in	intention,	they	are	often	discussed	in	close	vicinity.183	Bryant	was	one	of	the	most	
significant	American	collectors	of	European	art	in	the	nineteenth	century	and	established	his	Gallery	
of	Christian	Art	in	New	York	in	1853.	The	name	might	have	been	somewhat	misleading	–	his	aim	
having	been	above	all	to	showcase	Western	art	–	but	his	intentions	were	similar	to	Jarves’s:	to	carry	
forward	the	cultural	education	of	his	fellow	Americans	through	his	collection	of	European	art.184	
Eventually	the	collection	found	a	home	in	the	New-York	Historical	Institute,	where	it	remained	until	
it	was	partially	auctioned	off	in	1995.	It	would	seem	the	good	intentions	of	collectors	like	Bryan	did	
not	translate	into	lasting	changes	in	the	appreciation	of	art	for	a	general	public,	at	least	not	until	
																																								 																				
178	Brimo	2016,	pp.	110-114;	Burt	1977,	p.	26,	pp.	32-35.		
179	Brimo	2016,	pp.	96-101;	Constable	1964,	pp.	10-11.	
180	Brimo	2016,	pp.	101-103;	Constable	1964,	pp.	11-12.	The	collecting	of	copies	after	European	paintings	
brings	to	the	forefront	the	paradox	of	art	production	and	collecting	in	the	New	World:	it	faced	the	
dilemma	of	on	the	one	hand	wanting	to	encourage	native	art	that	was	independent	of	European	art,	
while	at	the	same	time	wanting	to	make	the	best	of	Western	art	available	to	create	a	cosmopolitan	art.	
See	Burt	1977,	p.	27.	
181	Constable	1964,	pp.	13-30.	American	art	history	is	sometimes	split	in	the	period	before	and	the	period	
after	Benjamin	West	(1738-1820),	the	first	American	painter	to	become	renowned	in	Europe.		
182	Lynes	1954,	p.	7,	pp.	37-38.	
183	Brimo	2016,	pp.	155-162;	Burt	1977,	pp.	50-58;	Constable	1964,	pp.	29-30;	Lynes	1954,	pp.	42-44;	
Reist	2011,	pp.	230-234.	Together,	Bryan	and	Jarves	are	also	said	to	have	been	the	inspiration	for	Lewis	
Raycie,	the	main	character	of	Edith	Wharton’s	1924	novella	False	Dawn.	
184	Reist	2011,	pp.	230-232.	
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1870	with	the	founding	of	the	Metropolitan	Museum	of	Art	and	the	Boston	Museum	of	Fine	Arts.	
Several	collections	were	created	as	an	educational	and	cultural	institution	in	an	attempt	to	establish	
a	national	taste	for	art,	but	as	Russell	Lynes	describes	in	his	book	The	Tastemakers:	“By	and	large	…	
the	attitude	toward	art	and	artists	was	one	of	colossal	public	indifference.”185		
	 	This	public	indifference	to	art	was	one	of	Jarves’s	main	points	of	criticism	of	the	American	
museum	scene,	and	he	noted	it	in	several	publications	throughout	the	1860s.186	He	additionally	
criticized	the	United	States	for	its	one-sided	development	of	society,	focusing	on	material	prosperity	
over	intellectual,	moral,	and	aesthetic	activity.187	As	he	believed	the	cultivation	of	art	was	connected	
to	the	social	welfare	of	the	people,	he	also	criticized	the	lack	of	government	activity	in	remedying	
this.188	In	Jarves’s	opinion,	the	best	way	to	popularize	art	and	to	cultivate	a	general	taste	of	it	was	to	
create	galleries	or	museums.	He	wrote	in	his	1860	article	“On	the	Formation	of	Galleries	of	Art”	that	
to	stimulate	this	feeling	for	art,	the	public	needed	access	to	“galleries	in	which	shall	be	exhibited	in	
chronological	series	specimens	of	the	art	of	all	nations	and	schools	arranged	according	to	their	
motives	and	the	special	influences	that	attended	their	development.”189	Jarves	offered	many	
examples	of	European	governments	instituting	galleries	to	provide	the	public	with	art.190	Jarves’s	
criticism	was	often	rooted	in	a	comparison	with	Europe,	which	commented	both	on	the	very	
different	position	of	art	in	society	and	the	array	of	museums	and	galleries	in	Europe.	According	to	
Jarves,	art	had	a	recognized	position	in	social	and	political	economy	and	the	public	had	access	to	this	
art,	at	first	in	churches	and	public	buildings,	and	later	in	the	galleries	and	museums	the	governments	
felt	compelled	to	provide	to	prevent	the	loss	of	artworks	to	the	public	as	art	was	removed	from	its	
original	context.191	Public	galleries	were	thus	a	relatively	new	phenomenon,	with	the	task	of	morally	
educating	the	public	in	a	modern	society,	and	something	that	should	be	imitated	in	America.	
Jarves	gives	several	examples	of	European	museums:	the	galleries	in	Dresden,	Florence	and	
Amsterdam	that	existed	before	1780;	the	noble	but	private	collections	of	the	Pitti,	Borghese,	
Modena;	the	republican-founded	Louvre,	which	he	considered	the	greatest	museum	of	Europe;	and	
the	recent	examples	of	the	National	Gallery	and	the	South	Kensington	Museum,	both	in	England.192	
																																								 																				
185	Lynes	1954,	p.	13.		
186	Jarves	1860b;	Jarves	1862b;	Jarves	1863;	Jarves	1870,	pp.	50.	
187	Jarves	1862a.	
188	Jarves	1861,	p.	13.	
189	Jarves	1860b,	p.	unknown.	
190	Jarves	1862a.	
191	Jarves	1861,	p.	9;	Jarves	1862a	
192	Jarves	1862a.	All	examples	Jarves	cites	are:	the	National	Gallery,	London;	The	Louvre,	Paris;	Versailles;	
Gallery	of	Turin;	Uffizi,	Pitti,	and	the	Belle	Arti,	all	in	Florence;	the	Vatican	and	the	Capitol,	both	Rome;	
the	Academies	of	Venice	and	Bologna;	the	Brera,	Milan;	and	Naples;	The	Pinacothek,	Munich;	the	Berlin	
Gallery;	the	Belvedere,	Vienna;	Madrid;	Dresden	Gallery;	Amsterdam,	the	Hague,	Antwerp,	Brussels;	
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These	examples	are	not	chosen	without	reason:	Jarves	tends	to	mention	the	Louvre,	Italian	
examples	as	the	Pitti	and	the	Uffizi,	and	English	examples	as	the	National	Gallery	and	the	British	and	
South	Kensington	Museum	most	often.	The	Louvre	was	an	appealing	example	as	it	was	the	greatest	
museum	of	Europe	according	to	Jarves,	with	a	collection	that	encompassed	not	just	masterpieces	
but	a	scope	of	objects	from	different	countries	and	periods;193	the	Italian	examples	were	appealing	
primarily	for	their	collections	of	Italian	art,	connecting	both	to	Jarves’s	idea	that	Italian	art	was	the	
highest	development	of	European	art	and	to	his	own	collection;	and	the	English	examples	he	
believed	particularly	relevant	to	the	American	situation,	as	they	were	of	relatively	recent	date	–	the	
National	Gallery	having	been	founded	in	1823	and	the	South	Kensington	Museum	around	1855	–	
and	according	to	Jarves	part	of	a	system	of	art-education	incited	by	the	British	government	that	had	
transformed	Great	Britain	into	a	nation	of	art	lovers	in	less	than	half	a	century.194		
That	Jarves	gives	these	examples	is	not	to	say	that	he	thought	European	museums	without	
faults.	Because	he	saw	the	first	mission	of	art	as	the	instruction	and	the	enjoyment	of	the	people,	he	
criticized	European	museums	for	not	being	instructive	and	enjoyable	enough:	“galleries,	as	they	now	
exist,	formed	upon	no	consecutive	plan,	are	like	the	disjointed	pages	of	a	book,	one	being	at	Berlin,	
another	at	Paris,	Rome,	Florence,	Madrid,	London,	Munich,	Vienna,	or	St.	Petersburg;	no	one	of	
these	singly	affording	a	complete	view	of	the	history	and	progress	of	art,	as	should	be	the	design	of	
each,	and	necessitating	the	visiting	of	all	to	obtain	a	perfect	view	of	painting	at	large.”195	This	is	
essentially	a	continuation	of	his	criticism	of	the	Louvre	in	1852,	finding	it	too	vast	and	too	complex	
and	in	need	of	a	guide	book.196	His	criticism	of	European	museums	already	gives	us	some	insight	into	
what	Jarves	saw	as	the	aim	of	the	museum:	presenting	art	to	the	public	for	their	enjoyment	and	
instruction,	encompassing	the	complete	scope	of	art	and	its	history.	These	European	galleries	and	
museum	presented	a	model	for	Jarves’s	public	museum	in	which	he	could	improve	on	their	faults	
and	facilitate	an	aesthetic	experience	of	art	objects	which	would	supposedly	invoke	morality	in	his	
																																								 																				
Borghese	Gallery;	Sciarra	Gallery;	Bridgewater	Gallery;	the	Gallery	of	the	Duke	of	Sutherland;	the	
Grosvenor	Gallery;	the	Gallery	of	the	Marquis	of	Exeter;	Lord	Dudley’s	Gallery,	formerly	Ward.	
193	I	want	to	briefly	note	the	power-dynamics	of	Jarves	modelling	his	universal	museum	on	the	Louvre,	
whose	collections	are	based	as	much	in	an	aristocratic/royal	tradition	of	collecting,	as	in	the	colonial	
pursuits	of	the	French	Empire	under	Napoleon,	and	the	consequent	colonialism	of	the	French	Republic.	
194	Jarves	1861,	pp.	19-20.	The	British	Museum	had	its	foundation	much	earlier,	in	1753	but	with	origins	
in	the	seventeenth	century	collection	of	Sir	Hans	Sloan.	Another	reason	to	mention	the	English	examples	
could	be	Jarves’s	professional	network:	he	corresponded	with	Sir	Charles	L.	Eastlake,	director	of	the	
National	Gallery,	and	with	Charles	C.	Black,	curator	at	the	South	Kensington	Museum.	See	box	1,	folder	
28	and	31,	the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	
Library.	
195	Jarves	1861,	p.	15.	
196	See	Chapter	1	
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audience,	while	educating	them	on	the	historical	context	and	suggesting	a	progress	throughout	
history	of	which	the	United	States	was	the	heir.197		
A	concise	description	of	what	this	museum	should	look	like	and	how	it	would	be	organized	
can	be	found	in	“On	the	Formation	of	Galleries	of	Art,”	and	in	its	reworked	version	in	Art	Studies.	
The	building	had	to	be	“fireproof,	sufficiently	isolated	for	light	and	effective	ornamentation,	and	
constructed	so	as	to	admit	of	indefinite	extension.	Its	chief	feature	should	be	the	suitable	
accommodation	and	exhibition	of	its	contents.”198	Like	“the	mediaeval	monuments	of	Europe,	
[which]	could	be	extended	through	many	successive	generations,”	the	American	museum	would	be	
constructed	and	filled	through	the	generations,	linking	them	together	“in	a	common	object	of	
artistic	and	patriotic	pride	gradually	growing	in	their	midst,	as	a	national	monument,	with	its	
foundation	deeply	laid	in	a	unity	of	feeling	and	those	desirable	associations	of	love	and	veneration,	
which,	in	older	civilizations,	so	delightfully	harmonize	the	past	with	the	present.”	The	museum	is	
therefore	not	just	an	institution	of	instruction	and	enjoyment,	but	also	a	national	“monument	of	the	
people’s	taste	and	munificence.”199		
In	arranging	the	pictures,	Jarves	remedied	the	chaos	of	his	European	examples	by	
introducing	a	taxonomy	based	on	historical	sequence,	with	attention	to	special	motives.	This	
taxonomy	is	similar	to	how	he	discussed	painting	in	his	books,	only	now	represented	in	the	physical	
space	of	the	museum	gallery.	By	hanging	the	art	in	sequence	and	giving	each	“cycle	of	civilization”	its	
own	department,	the	public	would	“quickest	come	to	an	understanding	of	its	originating	idea,	and	
sympathize	with	its	feeling,	tracing	its	progress	from	infancy	to	maturity	and	decay,	and	comparing	
it,	as	a	whole,	with	corresponding	or	rival	varieties	of	artistic	development.”200			
Considering	the	type	of	objects	that	according	to	Jarves	would	be	housed	in	the	museum,	
painting	and	to	a	lesser	extent	sculpture	were	given	prominence.	This	isolation	of	painting,	sculpture	
and	also	architecture	can	already	be	seen	in	his	books:	both	Art-Hints	and	The	Art-Idea	have	a	focus	
on	painting,	sculpture,	and	architecture,	following	the	European	distinction	between	high	and	low	
art.	That	is	not	to	say	other	types	of	objects	are	not	to	be	included	in	the	museum:	
																																								 																				
197	Jarves	1855,	p.	323.	Jarves	notes	in	Art-Hints	that	there	is	no	real	distinction	between	a	gallery	and	a	
museum	of	art	in	the	European	context,	but	he	himself	separates	the	two	based	on	what	they	include	in	
their	collections:	whereas	a	museum	should	present	everything	–	good	or	bad	–	which	illustrates	the	
history	of	art,	galleries	should	be	limited	to	“choice	specimens	of	the	best	masters	in	their	different	styles	
and	of	all	ages,	so	that	the	spectator	should	see	nothing	but	what	is	excellent	in	subject	and	treatment.”	
Jarves	uses	the	two	terms	almost	interchangeably.	
198	Jarves	1861,	p.	16.	
199	Ibidem,	p.	16.	
200	Ibidem,	p.	17.	
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	“Beside	statuary	and	paintings,	an	institution	of	this	nature	should	contain	specimens	of	every	
kind	of	industry	in	which	art	is	the	primary	inspiration,	to	illustrate	the	qualities	and	degrees	of	
social	refinement	of	nations	and	eras.	This	would	include	all	varieties	of	ornamental,	transitory,	
or	portable	art,	in	which	invention	and	skill	are	conspicuous,	as	well	as	those	works	more	directly	
inspired	by	higher	motives,	and	intended	as	“a	joy	forever.”	Architecture,	and	objects	not	
transportable	could	be	represented	by	casts,	or	photographs.	Models,	drawings,	and	engravings,	
also	come	within	its	scope,	and	there	should	be	attached	to	the	parent	gallery	a	library	of	
reference,	and	lecture	and	reading	rooms.”201	
Jarves	again	perpetuates	a	European	model	in	this	hierarchy	of	objects,	with	painting	and	sculpture	
at	the	top,	and	applied	art,	depictions	of	architecture,	drawings,	engravings	and	the	library	taking	a	
more	supportive	place.	The	importance	Jarves	attaches	to	including	all	types	of	art	in	the	museum	is	
based	on	the	same	principle	of	cosmopolitanism	as	his	art	criticism,	which	was	briefly	discussed	in	
the	previous	chapter:	“We	perceive	that	no	conventional	standard	of	criticism,	founded	upon	the	
opinions	or	fashions	of	one	age,	is	applicable	to	all.	To	rightly	comprehend	each,	we	must	broadly	
survey	the	entire	ground	of	art,	and	make	ourselves	for	the	time,	members,	as	it	were,	of	the	
political	and	social	conditions	of	life	that	gave	origin	to	the	objects	of	our	investigations.”202	
This	notion	of	cosmopolitanism	raises	the	question	of	which	periods	and	schools	were	
included	in	the	museum,	and	under	what	taxonomy.	Jarves	kept	to	a	Eurocentric	view	of	history	and	
with	a	central	focus	on	Italian	art.	He	included	in	his	museum	what	he	considered	the	two	cycles	of	
civilization:	the	Pagan	and	the	Christian.	He	conceived	of	them	as	follows:	“Paganism	could	be	
subdivided	into	the	various	national	forms	that	illustrated	its	rise	and	fall;	Egypt,	India,	China,	
Assyria,	Greece,	Etruria,	and	Rome,	each	by	itself,	as	a	component	part	of	a	great	whole.	So	with	
Christianity,	in	such	shapes	as	have	already	taken	foothold	on	history;	the	Latin,	Byzantine,	Lombard,	
Mediaeval,	Renaissant,	and	Protestant	art,	subdivided	into	its	diversified	schools	or	leading	ideas,	all	
graphically	arranged,	so	as	to	demonstrate,	amid	the	infinite	varieties	of	humanity,	a	divine	unity	of	
origin	and	design,	linking	together	mankind	into	one	common	family.”203	He	includes	in	this	
summary	of	civilizations	some	non-western	regions	of	art	production	in	the	form	of	Egypt,	India,	
China,	and	Assyria,	but	he	confines	them	to	a	cycle	of	history	that	he	considers	in	the	past.	This	
system	of	exclusion	is	defined	by	his	notion	that	art	in	its	European	development	is	takes	precedent	
over	other	developments,	because	of	its	inherent	progress.	To	quote	from	Art-Hints:	“With	savage	
																																								 																				
201	Ibidem,	p.	18.	
202	Ibidem,	pp.	17-18.	
203	Ibidem,	p.	18.	
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or	semi-civilized	life,	and	its	untutored	impulses,	I	shall	not	meddle.	The	former	condition	naturally	
tends	to	violence,	and	the	latter	to	stagnation.”204	
In	1871,	in	an	editorial	letter	advocating	for	the	Metropolitan	Museum205,	Jarves	not	only	
summarized	his	notion	of	the	museum	as	discussed	above,	but	also	emphasized	that	the	
cosmopolitan	nature	of	American	museum	meant	the	inclusion	of	all	types	of	art:	“Above	all	others,	
American	museums	of	art	are	for	all	men,	and	like	libraries,	must	have	works	adapted	to	every	class	
of	cultivated	mind,	although	some	should	enter	which	do	not	in	striking	degree	represent	some	
special	artistic	phase	of	thought	or	quality	of	execution.”206	This	meant	the	inclusion	of	non-western	
art,	because	the	American	public	had	something	to	learn	from	every	type	of	art,	even	if	Jarves	did	
not	believe	it	to	be	as	advanced	as	the	European	fine	arts:	
“Indeed,	painting	and	sculpture	in	no	age	have	been	developed	in	Asia	as	in	Europe,	except	in	
the	wake	of	Greek	and	Roman	colonists.	But	the	Arabs,	Persians,	Hindoos,	Chinese,	and	Japanese	
attained	the	highest	excellence	in	their	respective	minor	arts.	No	museum	would	be	complete	
that	failed	to	share	the	specific	supremacy	of	these	gifted	races	in	the	decorative	design,	the	
value	of	ornament	as	an	aesthetic	principle	and	their	crowning	merit	of	color.	Fine	workmanship	
is	as	distinctively	theirs	as	exquisite	taste.	They	are	capable	of	teaching	Europe	much	that	is	
																																								 																				
204	Jarves	1855,	p.	29.	Jarves	illustrates	this	claim	as	follows:	“To	ascertain	this	fact,	one	has	but	to	look	to	
the	Arab	on	the	one	hand,	and	the	Chinaman	on	the	other.	The	American	Indian	manifests	no	surprise	at	
new	and	beautiful	artificial	forms,	because	he	does	not	know	enough	to	do	so.	His	mind	has	no	starting	
point	of	comparison.	A	Mussulman	is	but	half	a	man;	he	condemns	high	art	as	idolatry	while	worshipping	
gross	matter.	Art	in	its	European	development	is	an	enigma	to	such	races.”	
205	To	my	knowledge,	this	letter	to	the	editor	has	received	little	attention	in	the	historiography,	with	the	
exception	of	Putterman	2013,	a	thesis	on	the	Jarves	Collection	of	Textiles	created	for	Wellesley	College,	
which	also	touches	upon	Jarves’s	advocacy	for	a	museum	as	a	way	to	create	an	identity	for	himself	as	an	
art	dealer	and	connoisseur.	The	letter	to	the	editor	is	not	listed	in	Steegmuller’s	list	of	publications	by	
Jarves,	which	is	one	of	the	most	complete	lists	of	publications	by	Jarves.	It	is	also	not	mentioned	in	
Winifred	Howe’s	A	History	of	the	Metropolitan	Museum	of	Art.	See	Howe	1913,	and	Steegmuller	1951,	
pp.	309-313.	The	exact	range	of	Jarves’s	involvement	with	the	Metropolitan	Museum	is	something	that	
remains	to	be	examined,	but	Jarves	was	involved	in	at	least	two	collections	that	now	are	a	part	of	the	
Metropolitan:	the	Vanderbilt	Collection	of	Drawings,	gifted	to	the	museum	by	Cornelius	Vanderbilt	in	
1880;	and	the	Jarves	Collection	of	Glass,	a	collection	of	300	pieces	of	glass,	most	of	them	Venetian,	gifted	
to	the	museum	by	Jarves	himself	in	1881.	(On	the	Vanderbilt	Collection,	see	Ten	Eyck	Gardner	1947.	On	
the	Jarves	Collection	of	Glass,	Jarves	himself	wrote	an	introduction	in	Harper’s	New	Monthly	Magazine	in	
February	1882,	but	the	most	comprehensive	recent	account	is	McNab	1960.	See	also	Rudoe	2002,	p.	
305.)	In	this	letter	to	the	editor,	Jarves	never	directly	referenced	his	own	collection,	which	was	at	that	
time	still	on	loan	to	Yale	College,	although	the	period	of	the	loan	was	coming	to	an	end.	Steegmuller	
writes	that	Jarves	had	offered	to	sell	his	collection	to	the	Metropolitan	in	1870,	after	they	had	inquired	if	
the	pictures	could	be	had	for	it,	for	“$60,000	for	those	at	Yale	&	$100,000	for	all,	including	those	here	[in	
Florence].”	The	Metropolitan	did	not	follow	up	their	inquiry	with	an	offer.	See	Steegmuller	1951,	pp.	244-
247.	
206	James	Jackson	Jarves,	“How	an	Art	Museum	Should	Be	Established	–	System	and	Classification	–	
Requisites	of	the	Building	–	Plans	of	Boston	and	New	York	–	The	Financial	Aspect,”	New	York	Tribune,	
February	11,	1871.	
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indispensable	to	know	if	it	would	not	altogether	lose	its	appreciation	of	the	beautiful	in	the	
lesser	matters	of	life.	(…)	One	of	the	chief	duties	of	a	museum	is	to	point	out	our	own	
deficiencies	in	the	finer	elements	of	civilization.	If	we	can	impart	useful	knowledge	of	the	
Asiatics,	they	can	contribute	to	our	scanty	aesthetic	means	of	enjoying	existence.”207	
No	research	has	been	done	into	Jarves’s	opinions	on	non-western	art,	so	it	is	difficult	to	give	a	
cohesive	analysis	of	what	appears	to	be	at	best	an	ambivalent	attitude.	To	reiterate	from	the	
previous	chapter:	Jarves	saw	cosmopolitanism	as	one	of	the	defining	features	of	American	criticism,	
something	they	had	in	common	with	fifteenth-century	Florence:	art	was	for	the	people.208	His	
conceptualization	of	the	historical	development	of	non-western	art	is	perhaps	one	of	the	more	
mystifying	to	reconcile	with	a	museum	that	supposedly	illustrated	the	development	of	art:	on	the	
one	hand,	he	places	non-western	art	firmly	in	the	past,	as	he	considers	it	part	of	the	Pagan	cycle	of	
civilization	together	with	Greek	and	Roman	art,	something	that	either	tends	to	violence	and	
savagery	or	to	stagnation;	on	the	other	hand,	he	recognizes	that	it	is	superior	to	western	art	in	some	
ways,	particularly	in	the	area	of	the	decorative	arts.	As	far	as	is	known,	Jarves	did	not	collect	non-
western	art	himself209,	but	he	did	write	about	it:	in	1876,	he	published	A	Glimpse	at	the	Art	of	Japan,	
which	is	supposedly	one	of	the	first	works	on	Japanese	art	by	a	Westerner.210	Clearly,	he	did	not	
believe	the	study	of	(all)	non-western	art	unimportant.	In	any	case,	within	the	hierarchy	of	art	Jarves	
placed	non-western	art	–	or	more	specifically,	non-western	decorative	arts	–	below	the	European	
fine	arts;	it	did	however	need	to	be	included	in	the	universal	museum,	as	it	excellence	in	the	minor	
arts	–	as	discussed	in	the	quote	above	–	presented	an	example	for	western	workmanship	to	study.	
	
The	Jarves	Collection	in	a	museum	context	
In	descriptions	of	his	collection,	Jarves	made	clear	that	his	eventual	aim	was	to	place	it	in	the	context	
of	a	museum.	One	of	the	earliest	descriptions	can	be	found	in	the	1859	correspondence	to	Charles	
Eliot	that	has	already	been	discussed	in	previous	chapters:	“It	has	long	been	a	pet	scheme	of	mine	to	
initiate	in	Boston	a	permanent	gallery	of	paintings,	with	particular	reference	to	the	chronology,	
motives,	and	technical	progress	of	Art,	from	the	earliest	development	in	Italy	of	the	Christian	idea,	
																																								 																				
207	Ibidem.		
208	See	note	154.	
209	There	is	a	possibility	that	he	brought	and	sent	back	aboriginal	objects	from	Hawaii	to	Boston	during	his	
stay	there	in	the	1840s;	it	is	however	unclear	whether	he	would	consider	these	objects	as	art.	See	
Steegmuller	1951,	pp.	60-61.	
210	Steegmuller	1951,	pp.	270-273.	
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until	its	climax	in	the	matured	genius	of	its	several	illustrious	schools.”211	In	the	introduction	of	the	
Descriptive	Catalogue,	published	one	year	later	in	1860,	Jarves	wrote	that	he	believed	“that	
ultimately	[the	pictures]	will	be	found	worthy	of	forming	the	nucleus	of	a	Free	Gallery	of	art”	to	
promote	the	diffusion	of	artistic	knowledge	and	aesthetic	taste	in	America.212	While	the	sentiment	
of	these	two	quotes	is	very	similar,	there	is	a	distinct	difference	between	the	two	that	is	expressed	in	
the	word	“nucleus,”	which	implies	growth.	As	Jarves	explained	towards	the	end	of	the	introduction,	
his	collection	of	Italian	paintings,	while	important	in	showing	that	it	was	still	possible	to	create	a	
collection	that	could	give	the	United	States	its	own	means	of	aesthetic	education	independent	of	
Europe,	was	“but	a	beginning.”213	Just	a	beginning,	because	Jarves	saw	a	museum	as	something	that	
could	be	extended	indefinitely,	each	new	generation	adding	a	new	epoch	of	artists	to	eventually	
include	the	full	scope	of	history.	Jarves	also	suggested	that	the	inclusion	of	examples	from	other	
schools	–	particularly	of	the	Dutch,	German,	and	Spanish	schools,	in	the	form	of	pictures	attributed	
to	Holbein,	Rubens,	Durer,	Velasquez,	and	Murillo	–	could	be	seen	as	the	beginning	of	series	to	
illustrate	these	schools	along	the	same	chronological	plan	as	the	Italian.214	
	 In	several	of	his	articles	on	museums,	Jarves	discusses	his	own	collection	as	speaking	to	the	
specific	needs	the	United	States	had	in	regards	to	art	collections,	alongside	the	collection	of	Thomas	
Jefferson	Bryan	that	was	already	mentioned	above.	What	characterized	Jarves’s	own	collection	and	
made	it	particularly	useful	for	the	creation	of	a	gallery,	were	three	aspects:	the	chronological	system	
on	which	it	was	based;	its	variety	in	represented	artists	and	schools;	and	value,	although	it	is	unclear	
whether	Jarves	meant	financial,	aesthetic	or	educational	value.215	Its	potential	for	expansion	was	
also	discussed.	As	Jarves	concluded	in	“Can	We	Have	an	Art-Gallery?”:	“We	have	thus	shown,	by	
reference	to	the	variety	and	value	of	this	collection,	and	the	system	upon	which	it	has	been	
established,	how	valuable	it	may	one	day	become,	if	retained	in	America,	to	the	student	of	art,	and	
for	the	cultivation	of	a	more	correct	taste	and	a	higher	standard	than	now	obtains	among	us.”216	The	
aptitude	of	his	own	collection	to	his	conception	of	a	museum	is	explained	by	the	fact	that	they	are	
based	on	the	same	principles:	art	objects,	primarily	painting,	organized	with	particular	reference	to	
the	chronology,	motives,	and	technical	progress	of	Art.		
																																								 																				
211	Norton	1859,	pp.	5-15,	quotation	on	p.	5.	Transcripts	of	correspondence	between	Jarves	and	Norton	
for	the	years	1859-1860	can	be	found	in	box	3,	folder	1,	of	the	James	Jackson	Jarves	Collection	(MS	301).	
Manuscripts	and	Archives,	Yale	University	Library.	
212	Jarves	1860a,	p.	6.	
213	Ibidem,	p.	8.	
214	Jarves	1862a.	
215	Ibidem.	
216	Ibidem.	
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Santori	has	posed	that	Jarves’s	attempts	to	establish	a	museum	had	financial	motivations.217	
Furthermore,	Dean	has	suggested	that	Jarves	was	not	just	advertising	his	collection,	but	also	himself	
as	an	art	professional	and	agent.218	That	Jarves	had	a	financial	stake	in	getting	his	collection	housed	
in	the	United	States	is	undeniable:	he	had	invested	a	significant	part	of	his	livelihood	into	the	
creation	of	the	collection	and	getting	it	to	the	United	States,	to	the	point	of	ruining	his	family.219	
Emphasizing	the	financial	aspect,	Jarves	himself	repeatedly	discussed	the	sums	European	museums	
spent	on	their	yearly	acquisitions	and	in	their	revenue	per	year,	and	the	large	sums	American	cities	
spent	on	contemporary	art,	which	gives	the	impression	of	him	trying	to	justify	his	asking	price.	
However,	this	financial	aspect	is	only	one	motivation,	that	simplifies	the	many	aspects	of	the	project	
as	a	whole	and	tends	to	overshadow	the	educational	aspect.	Getting	the	collection	permanently	
exhibited	in	a	museum	space	was	an	essential	part	of	establishing	and	legitimizing	the	educational	
value	of	art	and	art	history	in	American	society.	As	discussed	above,	Jarves	saw	the	museum	as	the	
preferable	space	for	art	education	of	the	public	as	it	enabled	him	to	combine	the	aesthetic	
experience	of	art	while	presenting	it	in	a	bigger	historical	context	that	suggested	a	chronological	
progress	of	which	the	United	States	was	the	heir.	Additionally,	Jarves’s	insisted	on	getting	the	
collection	as	a	whole	housed	in	a	museum.	As	discussed	in	chapter	one,	the	works	that	disappear	
from	the	collection	between	1864	and	1868,	when	Jarves	was	forced	to	sell	several	work	because	of	
financial	troubles,	he	sold	those	works	that	where	more	valuable	or	marketable	on	the	
contemporary	American	art	market	as	they	fit	established	tastes,	but	would	also	not	compromise	his	
aim	of	presenting	an	overview	of	Italian	art	history	from	the	Byzantine	period	until	the	sixteenth	
century.	In	this	way,	he	kept	to	the	systematic	approach	of	the	collection	and	maintained	its	
educational	value	as	a	presentation	of	the	development	of	art	throughout	Italian	history.		
																																								 																				
217	Santori	2000,	pp.	204-205.	
218	Dean	2015,	p.	27.	This	notion	is	also	posed	by	Putterman	2013;	Dean	makes	no	reference	to	that	
paper.	
219	Ibidem,	pp.	24-27.	General	consensus	on	the	value	of	the	collection	holds	that	the	circa	$20,000	Jarves	
requested	was	in	hindsight	a	bargain	price,	but	in	relation	to	the	contemporary	American	market	for	
early	Italian	painting	a	very	large	sum,	as	there	was	little	conception	of	their	importance	or	the	possible	
revenue	they	would	bring	in	from	exhibitions.	Dean	discusses	this	issue	in	detail,	concluding	that	a	
combination	of	factors	was	at	play:	firstly,	a	lack	of	interest	by	the	American	people,	which	is	often	
framed	as	an	issue	of	(lack	of)	taste;	difficulty	of	marketing	the	collection	during	the	beginning	of	the	Civil	
War	and	the	difficult	economic	situation	in	the	1860s	and	1870s;	thirdly,	Jarves’s	tarnished	reputation	as	
a	connoisseur	and	a	writer	after	his	“Titian”	was	discovered	to	be	a	fake,	“and	a	bad	one	at	that,	
according	to	the	prevailing	critics	of	the	day”	which	included	Ruskin	and	the	editorial	staff	of	The	Crayon;	
fourth,	that	the	value	of	the	collection	at	that	time	might	never	even	been	the	$60,0000	at	which	Jarves	
valued	it,	as	Jarves	amassed	the	bulk	of	the	collection	in	only	five	years	while	having	only	limited	financial	
means	(having	made	around	$4,000	a	year	in	Hawaii	and	having	a	much	smaller	inheritance	from	his	
father	than	has	been	suggested);	and	finally,	that	the	art	market	in	the	1850s	had	been	overheating	due	
to	a	rising	demand	for	European	art,	but	that	the	economic	bubble	had	burst	before	Jarves	could	
monetize	on	his	investments.	
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The	museum	space	offered	Jarves	the	opportunity	to	physically	map	out	the	development	of	
Italian	art	in	space	by	hanging	his	pictures	in	chronological	order	and	organize	them	by	motive,	
embodying	his	ideas	on	art	and	its	development.	That	he	believed	this	an	important	factor	for	the	
understanding	of	his	collection	can	be	gathered	from	his	correspondence,	in	which	his	own	role	in	
the	hanging	of	the	pictures	for	exhibitions	is	discussed	several	times.	For	example,	one	of	the	terms	
Jarves	tried	to	negotiate	with	the	Boston	Athenaeum	in	November	1859	was	that	if	the	paintings	
would	be	purchased	for	Boston	“suitable	space	[would	be]	provided,	[and	that]	the	arrangement,	
cataloguing	&	other	provisions	for	the	advantageous	exhibition	of	the	pictures”	would	be	left	to	his	
exclusive	control.220	When	the	paintings	were	eventually	loaned	to	Yale	College,	Norton	reiterated	
the	sentiment	by	stressing	that	Jarves	should	personally	oversee	“the	placing	&	hanging	of	the	
collection,”	“not	only	in	the	interest	of	the	pictures,	but	in	the	view	of	the	effect	they	may	produce	
on	the	public.”	If	Jarves	wanted	the	reaction	to	the	collection	to	be	favorable,	he	had	to	put	in	
“much	thought	&	care	in	the	collection	well	hung,	and	in	permanent	abode.”221	Jarves	took	this	
advice	to	heart,	as	in	several	letters	to	his	daughter	Flora	he	describes	himself	personally	involved	in	
the	hanging	of	the	pictures	at	Yale.222		
	 Two	types	of	sources	can	give	an	insight	in	the	display	of	the	paintings.	For	the	exhibitions	of	
the	paintings	between	1861	and	1871,	contemporary	newspaper	coverage	that	discussed	the	
collection	can	–	and	does,	sporadically	–	give	an	insight	to	the	hanging,	although	to	my	knowledge	
no	illustrations	or	photographs	of	the	collection	exist	from	this	period.	What	does	exist	are	
photographs	of	the	way	the	paintings	were	exhibited	at	Street	Hall,	the	building	where	the	Yale	
Gallery	of	Fine	Arts	was	housed	and	that	still	houses	the	Yale	University	Art	Gallery	(although	
paintings	from	the	Jarves	Collection	are	currently	displayed	in	the	Old	Yale	Art	Gallery	Building).	
These	photographs	have	no	precise	dating	however,	but	where	made	before	1878	and	after	1887.	
Between	1861	and	1871,	the	collection	was	exhibited	at	least	four	times,	at	four	different	venues	in	
three	cities.	The	first	was	at	the	New	York	Institute	of	Fine	Arts	in	the	autumn	of	1860,	where	the	
																																								 																				
220	Letter	from	James	Jackson	Jarves	to	Charles	Eliot	Norton,	dated	Florence	November	10,	1859.	Box	3,	
folder	[1],	of	the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	
Library.	
221	Letter	from	Charles	Eliot	Norton	to	James	Jackson	Jarves,	dated	December	8,	1867.	Box	3,	folder	[9],	of	
the	James	Jackson	Jarves	Collection	(MS	301).	Manuscripts	and	Archives,	Yale	University	Library.	
222	Correspondence	James	Jackson	Jarves	to	Flora	Amey	Jarves,	1863-1867,	particularly	the	letters	dated	
December	12	and	15,	[18]67.	Box	1,	folder	18,	of	the	James	Jackson	Jarves	Collection	(MS	301).	
Manuscripts	and	Archives,	Yale	University	Library.	Additionally,	and	taking	into	account	Jarves	and	
Norton’s	insistence	that	the	paintings	be	hung	according	to	Jarves’s	system,	the	absence	of	evidence	in	
the	archive	with	instructions	to	how	the	paintings	were	to	be	hung	implies	that	either	those	instructions	
–	if	they	existed	–	have	been	destroyed	or	lost,	or	that	Jarves	himself	was	on	site	during	the	hanging	of	
the	pictures.	However,	the	New	York	Tribune	attributed	what	they	considered	the	“exceedingly	well	
hung”	arrangement	to	Russel	Sturgis	Jr.	and	Luther	Maynard	Jones.	See	note	233.	
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Jarves’s	collection	together	with	the	Dusseldorf	Gallery	was	exhibited	when	the	Institute	opened	to	
the	public	on	November	10,	1860.	Several	newspapers	discussed	the	opening	of	the	Institute	and	
reviewed	the	exhibition,	including	the	New	York	Times,	Daily	Tribune,	Herald,	the	Commercial	
Advertiser,	and	the	Boston	Daily	Adviser.	The	tone	of	publications	in	the	month	leading	up	to	the	
opening	was	positive,	calling	Jarves’s	collection	interesting	and	instructive,	with	the	Tribune	even	
describing	it	as	“the	most	attractive	feature	for	the	present.”223	The	articles	were	similar	and	often	
used	language	reminiscent	of	or	directly	quoted	from	Jarves’s	Catalogue,	particularly	in	their	
descriptions	of	the	purpose	of	the	collection	and	its	European	reputation.	In	relation	to	the	
arrangement	of	the	pictures,	the	Commercial	Advertiser	described	that	the	“one	hundred	and	forty-
five	pictures”	were	“arranged	in	chronological	order.”224	After	the	Institute	opened,	the	tone	
became	more	critical,	arguing	that	the	collection	was	more	aimed	at	the	art-student	and	amateur	
than	at	the	general	public.	The	paintings	received	particularly	harsh	criticism	in	comparison	to	the	
contemporary	art	displayed	in	the	Dusseldorf	Gallery,	as	illustrated	in	review	in	the	Tribune:	
“[W]hile	it	is	meet	to	honor	the	spirit	which	has	prompted	this	collection	of	“old	masters,”	and	
not	impossible	to	appreciate	properly	the	immense	delight	that	the	tutored	mind	may	
experience	in	tracing	through	their	strange	records	the	progress	of	Art	and	its	growing	master	of	
the	spiritual	Power	which	gave	it	birth,	let	us	imperatively	claim	the	privilege	of	the	heartiest	
sympathy	with,	and	deepest	pleasure	in,	the	less	difficult	studies	of	our	own	co[n]temporary	
artists.	It	may	not	be	profane	to	intimate	that	with	all	their	singularity	and	all	their	
suggestiveness,	the	old	pictures	hanging	in	the	small	galleries	are	but	the	weak	and	fettered	
images	which	stand	free	and	beautiful	in	the	familiar	canvas	of	the	Dusseldorf	Gallery.”225	
The	Evening	Post	reiterated	the	sentiment	by	claiming	that	“the	majority	of	these	foreign	paintings	
are	interesting	rather	as	curiosities,”	and	added	that	“unfortunately	the	pictures,	though	numbered	
chronologically,	are	not	so	arranged	on	the	walls	that	the	visitor	can	easily	find	consecutive	
numbers,	and	thus	one	great	object	of	the	exhibition	in	neutralized,	and	the	spectator	fails	to	
observe,	step	by	step,	the	progress	made	by	the	different	painters.”226		
	 The	second	exhibition	of	the	collection	was	in	Boston	at	William’s	and	Everett’s	Gallery	early	
1862,	documented	by	several	anonymous	letters	to	the	editors	of	the	Boston	Daily	Advertiser	and	
the	Salem	Register;	there	is	a	possibility	these	letters	were	penned	by	Jarves	himself	as	an	attempt	
																																								 																				
223	Anon.,	“The	New	York	Picture	Gallery,”	New	York	Daily	Tribune,	September	10,	1860.	
224	Anon.,	“Inauguration	of	Mr.	Derby’s	‘Institute	of	the	Fine	Arts’,”	Commercial	Advertiser,	November	8,	
1860.	
225	Anon.,	“Private	View	at	the	Institute	of	Fine	Arts,”	New	York	Daily	Tribune,	November	20,	1860.	
226	Anon.,	“[No	title]”,	Evening	Post,	December	8,	1860.		
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to	advertise	his	collection.	Irrespective	of	that	possibility,	the	coverage	is	again	overall	positive,	the	
main	criticism	now	being	the	absence	of	several	works	that	were	included	in	the	exhibition	at	the	
Institute.	According	to	the	Boston	Daily	Advertiser,	the	absence	of	certain	paintings	detracted	from	
the	instructive	value	of	the	collection.227	Whether	the	chronological	development	Jarves	proposed	to	
represent	came	across	from	this	reduced	form	of	the	collection	is	unclear.	In	the	Salem	Register,	the	
collection	was	compared	to	the	Thomas	Jefferson	Bryan	collection,	which	was	on	show	at	the	
building	of	the	New-York	Historical	Society.228	Incidentally,	this	was	the	next	venue	where	the	Jarves	
collection	was	exhibited,	alongside	that	same	collection.	According	to	Steegmuller,	it	went	on	show	
there	in	the	spring	of	1863,	after	parts	of	the	collection	had	been	stored	at	the	Historical	Society	
after	the	closing	of	the	exhibition	at	the	New-York	Institute.229	With	the	exception	of	some	works	
still	in	Italy,	at	the	Historical	Society	the	collection	was	“for	the	first	time	brought	together	&	suitably	
arranged,”	as	Jarves	wrote	himself,	but	the	actual	arrangement	is	unknown.230	I	could	find	little	
newspaper	coverage	dating	to	1863	and	none	where	the	hanging	or	selection	of	the	pictures	was	
discussed.	What	little	coverage	there	is	either	focuses	on	specific	works	by	well-known	masters	–	
particularly	the	Leonardo,	but	also	Giotto,	Caracci,	Lo	Spagna,	Giorgione,	Murillo,	Ghirlandaio	–	or	
compares	the	collection	to	that	of	Thomas	Jefferson	Bryan.231	
	 The	last	exhibit	of	the	paintings	that	involved	Jarves	personally	started	in	1868,	when	the	
pictures	were	placed	in	the	Yale	Art	Gallery	in	exchange	for	a	loan	of	$20,000,	to	be	repaid	in	a	
period	of	three	years.232	The	exhibition	opened	to	the	public	in	May	1868,	although	the	paintings	
																																								 																				
227	Anon.,	“The	Jarves	Collection,”	Boston	Daily	Advertiser,	January	17,	1862.	
228	Anon.,	“Correspondence	of	the	Register.	The	Jarves	Collection	of	Old	Masters,”	Salem	Register,	
January	13,	1862.	
229	Steegmuller	1951,	pp.	210-213.	
230	Ibidem,	p.	213.	
231	The	connection	to	Bryan’s	collection	is	mainly	relating	to	the	possible	merging	of	the	collections	if	
Jarves’s	was	bought	by	the	Historical	Society.	The	Tribune	even	posed	that	if	the	Jarves	Gallery	could	be	
added	to	the	Bryan	collection,	already	in	the	possession	of	the	Society,	“a	thoroughly	respectable	
beginning	ha[d]	been	made	in	establishing	our	American	Museum.”	But	no	such	thing	happened:	Jarves	
offered	the	entire	collection	to	the	Historical	Society	for	$50,000,	but	the	offer	was	declined	by	the	
Society’s	Committee	on	Fine	Arts,	who	considered	it	an	unwise	purchase	when	they	still	had	to	finance	
renovating	the	galleries	to	make	them	fire-proof.	Consequent	attempts	by	Jarves	to	find	another	buyer	
for	the	collection	also	brought	no	success,	leading	Jarves	to	break	up	the	collection	to	sell	off	some	of	the	
more	marketable	works.	See	Anon.,	“The	Jarves	Collection	of	Pictures	of	Early	Italian	Masters,”	New	York	
Daily	Tribune,	December	17,	1864;	Steegmuller	1951,	pp.	213-215.	
232	Steegmuller	1951,	pp.	230-231.	While	crossing	the	Atlantic,	Jarves	met	Lewis	R.	Packard,	who	had	
recently	been	appointed	professor	of	Greek	at	Yale	and	who	became	interested	in	securing	the	collection	
for	Yale	College.	The	college	had	recently	been	gifted	a	new	building	–	Street	Hall	–	to	house	the	art	
school	and	gallery,	but	the	college	art	collection	at	that	time	was	too	small	to	fill	up	the	new	art	gallery.	It	
consisted	of	the	Trumbull	collection,	a	collection	of	late	eighteenth	and	nineteenth	century	historical	
paintings	centered	around	the	American	Revolutionary	War,	bought	from	the	artist	John	Trumbull	(1756-
1843)	in	1832,	and	several	antiquities	and	nineteenth-century	American	sculpture	that	the	gallery	had	
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had	been	in	the	north	gallery	of	Street	Hall	from	January	of	that	year.	On	the	arrangement,	the	New	
York	Tribune	wrote	that	the	collection	was	“exceedingly	well	hung,	both	in	general	arrangement	and	
with	an	eye	to	the	particular	welfare	of	each	picture.”233	Although	there	is	no	explanation	to	how	
“exceedingly	well”	translated	to	the	ordering	of	the	pictures,	some	insight	can	be	found	in	
photographs	that	exist	of	Street	Hall,	which	include	the	southwest	view	of	the	interior	of	the	north	
gallery	when	the	Jarves	collection	was	on	show	(fig.	48-52).	It	is	important	to	note	that	the	photos	
have	no	specific	dating	other	than	that	they	were	made	before	1878.	Other	photographs	depict	the	
gallery	after	1887,	and	show	only	small	changes	in	arrangement	of	the	objects,	particularly	the	
removal	of	a	display	of	what	seems	to	be	work	on	paper	in	the	center	of	the	room;	the	arrangement	
of	the	paintings	appears	to	have	remained	largely	unchanged.234		
The	photograph	from	before	1878	shows	a	well-lit	rectangular	gallery	(fig.	48),	with	plaster	
casts	of	sculptures	set	in	the	center	of	the	room	and	at	the	west	end	a	cast	of	the	Doors	of	Paradise	
by	Lorenzo	Ghiberti.	On	the	walls	is	the	Jarves	collection,	clustered	together	in	a	wall-filling	
arrangement	that	does	not	particularly	lend	itself	to	a	depiction	of	development	or	progress.	There	
does	seem	to	be	some	organizational	principle	at	work,	particularly	if	we	include	the	photos	made	
after	1887,	which	appear	to	show	the	same	–	or	at	least	a	very	similar	–	arrangement	from	different	
angles.	It	is	difficult	to	identify	every	individual	picture	because	of	the	quality	of	the	photograph,	but	
we	can	recognize	several	large	works	and	the	styles	and	periods	that	are	grouped	together	(fig.	53-
57).	In	general	terms	a	division	can	be	discerned	between	the	“gold	background”	paintings,	who	are	
grouped	together	on	the	southern	wall	of	the	gallery,	to	the	right	side	of	the	entrance	of	the	gallery	
from	the	hall,	and	the	other	paintings,	which	fill	the	rest	of	the	gallery	walls.	There	is	also	a	
suggestion	of	chronological	order	as	we	find	several	Byzantine	and	Graeco-Italian	works	placed	
together	close	to	the	entrance,	followed	by	works	dated	to	the	fourteenth	and	early	fifteenth	
century;	this	chronological	order	becomes	muddled	as	we	reach	the	north	wall.	Here,	the	primary	
																																								 																				
acquired	since.	(For	more	on	the	Yale	Art	Collection	and	its	history,	see	Matheson	2001).	Jarves	had	
initially	offered	to	sell	his	collection	to	Yale	for	$40,000,	but	after	negotiations	it	was	placed	on	loan.	The	
interest	rate	was	set	at	a	6	percent,	and	the	contract	supposedly	also	included	the	condition	that	first	
right	of	purchase	to	the	President	and	Fellows	of	the	Yale	School	of	the	Fine	Arts	for	the	sum	of	$50,000.		
233	Anon.,	“The	Fine	Arts.	The	Jarves	Collection	of	Early	Italian	Pictures,”	New	York	Tribune,	February	12,	
1868.	On	account	of	the	arrangement,	the	Tribune	credits	Russel	Sturgis,	Jr.,	who	also	wrote	the	1868	
catalogue,	and	Luther	Maynard	Jones,	a	young	alumnus	of	the	college,	who	had	assisted	in	the	
negotiations	between	Jarves	and	Yale.	
Although	the	Tribune	was	positive	about	the	collection,	the	on-campus	publication	College	Courant	wrote	
a	review	in	February	that	compared	the	paintings	to	a	dissecting	room.	The	article	was	later	explicitly	said	
to	have	not	been	endorsed	by	the	editorial	board.	See	Anon,	“The	Jarves	Collection,”	College	Courant,	
February	26,	1868	and	Anon.,	“[no	title],”	College	Courant,	March	4,	1868.	
234	Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
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incentive	appears	to	have	been	symmetry,	although	there	are	some	pictures	that	are	not	only	
adjacent	in	space	but	also	in	motives.		
From	the	reactions	to	the	exhibitions	of	Jarves’s	“collection	of	Old	Masters,”	we	can	
conclude	that	the	praise	received	for	the	concept	behind	his	collection	did	not	necessarily	lead	to	an	
understanding	of	his	aim	of	educating	the	American	people	and	his	perception	of	progress,	let	alone	
that	it	led	to	a	development	of	morality.	Overall,	I	think	it’s	fair	to	say	that	Jarves’s	audience	–	
although	it	is	unclear	who	this	audience	was;	lay-people,	art	students,	amateurs?	–	is	not	to	blame	
for	not	understanding	the	message	of	the	Jarves	collection	when	they	encountered	it	through	
exhibitions.	Throughout	coverage	on	the	exhibitions	one	gets	the	sense	that	the	chronological	
progress	that	the	collection	was	to	convey	did	not	come	across,	or	at	least	needed	more	elucidation.	
The	need	for	elucidation	is	a	recurring	theme	in	the	more	critical	pieces	on	the	collection;	already	in	
1860	the	New	York	Herald	wrote:	
“To	render	this	collection	as	valuable	to	the	uninitiated	as	it	will	be	interesting	to	the	
connoisseur,	Mr.	Jarves	should	give	a	series	of	lectures	explanatory	of	its	relation	to	the	different	
epochs	which	it	covers.	From	an	accomplished	art	critic,	as	well	as	a	collector	of	acknowledged	
judgement,	a	narrative	thus	illustrated	cannot	fail	to	prove	one	of	the	most	interesting	and	
instructive	novelties	that	has	been	as	yet	offered	to	our	public.”235	
To	my	knowledge,	such	a	series	of	lectures	never	took	place.236	Of	course,	Jarves	had	written	Art	
Studies	as	a	historical	framework	for	the	collection,	and	in	accompaniment	with	the	exhibits	several	
pamphlets	and	catalogues	were	published,	as	well	as	articles	in	the	newspapers	that	discussed	
pictures	from	the	collection.	Jarves	believed	that	by	studying	an	object,	both	knowledge	and	
morality	would	be	stimulated;	one	can	only	wonder	how	the	public	responded	to	the	collection	and	
Jarves’s	vision	for	them.	Some	inclination	to	this	can	be	found	in	the	Yale	College	Courant,	which	
published	a	review	by	a	“casual	observer”	who	compared	the	paintings	to	a	dissecting	room	and	
wrote	that	if	they	“wished	to	visit	a	collection	of	paintings	that	[they]	could	sit	for	hours	and	study	
(…)	[they]	would	certainly	not	visit	the	Jarves	Collection.”237	But	even	if	the	public	did	not	take	to	the	
pictures,	or	thought	them	(at	first)	“strange,	stiff,	[and]	uncouth,”	the	collection	was	popular	enough	
to	be	mounted	into	an	exhibition	multiple	times.238	This	suggests	some	interest	in	the	collection	at	
																																								 																				
235	Anon.,	“The	Fine	Arts	–	Our	New	Galleries,”	New	York	Herald,	November	10,	1860.	
236	Not	even	at	Yale,	where	Jarves	is	not	mentioned	in	the	list	of	guest	lecturers	published	in	a	booklet	by	
J.F.	Weir,	director	of	the	Yale	School	of	Fine	Arts,	in	box	10	of	the	Theodore	Sizer	Papers	(MS	453).	
Manuscripts	and	Archives,	Yale	University	Library.	
237	Anon.,	“The	Jarves	Collection,”	The	College	Courant,	February	26,	1868.	
238	Anon.,	“The	Jarves	Collection	of	Pictures	of	Early	Italian	Masters,”	New	York	Tribune,	December	17,	
1868:	“At	first,	no	doubt,	they	will	strike	many	as	strange,	stiff,	uncouth.	we	have	heard	people	exclaim	as	
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least,	even	if	it	was	just	as	a	curiosity.	It	would	be	interesting	to	know	how	Jarves	reacted	to	the	
critical	reception	of	his	collection	as	it	was	exhibited	in	the	United	States,	but	to	my	knowledge,	no	
such	reactions	are	known.239		
	
Conclusion	
This	chapter	has	shown	how	the	(creation	of	a)	museum	was	an	important	aspect	of	Jarves’s	project,	
as	it	created	the	space	for	his	audience	–	whoever	that	might	have	been	–	to	encounter	his	
collection	and	to	experience	it	both	in	an	educational	and	in	an	aesthetic	way.	Similar	to	the	relation	
between	Jarves’s	writing	on	art	and	the	creation	of	the	collection,	it	is	difficult	to	assess	what	came	
first,	the	collection	or	the	aim	of	creating	a	museum.	In	any	case,	I	think	it	is	safe	to	say	that	the	two	
are	intrinsically	linked,	finding	their	origins	both	in	Jarves’s	aim	to	offer	his	countrymen	and	
education	and	to	represent	them	with	a	history,	in	whatever	measure	of	success	it	might	have	been.	
It	is	interesting	then,	to	note	that	–	as	discussed	above	–	Jarves	features	in	several	studies	into	the	
history	of	museums	and	collections	in	the	United	States,	yet	his	actual	ideas	(on	history,	on	
museums)	receive	little	attention.	As	far	as	his	conception	of	the	museum	goes,	and	his	own	
collection	within	it,	I	think	it	is	also	important	to	be	able	to	see	them	separately.	This	has	two	
reasons:	firstly,	because	I	believe	Jarves’s	ideas	on	museums	can	stand	on	their	own	and	have	merit	
independently	of	their	relation	to	his	collection,	especially	considering	his	role	in	American	museum	
history.	Secondly,	it	is	supposed	that	these	same	ideas	of	education	and	chronological	order	are	also	
prevalent	in	the	other	collections	Jarves	created.	By	decoupling	Jarves’s	ideas	on	museums	from	the	
collection	of	old	masters,	the	discourse	is	opened	up	to	consider	in	what	ways	those	ideas	are	or	are	
not	represented	in	those	other	collections.	
																																								 																				
they	entered	–	“What	old	pictures!”	“What	a	queer	way	of	painting!”	(one	way,	for	sooth!)	“How	
Chinese!”	&c.,	&c.	But,	gradually,	this	superficial,	frivolous	way	of	looking	and	talking	will	die	away,	and	
people	will	begin	to	see	that	these	pictures	are	the	fruit	of	earnestness	of	sincere	religious	feeling,	of	
deep	intuitions.	They	will	learn,	moreover,	to	look	at	them	with	solid	respect	for	the	way	in	which	they	
are	painted,	coming	to	them	from	the	large	gallery	where	pictures	not	yet	thirty	years	old	are	faded,	
cracked	and	tarnished,	while	these,	dating	from	the	Thirteenth	Century,	are	nearly	as	perfect	to-day	as	
when	they	were	first	painted.”	
239	A	criticism	that	Jarves	did	react	to	was	put	forward	in	a	speech	by	pastor	and	social	reformer	Henry	
Ward	Beecher	(who	is	perhaps	best	known	now	as	the	brother	of	Harriet	Beecher	Stowe,	who	
incidentally	wrote	one	of	the	letters	of	recommendation	that	were	published	in	Norton	1859).	In	a	
speech	published	in	the	New	York	Times,	December	8,	1860,	Beecher	criticized	American	taste,	
particularly	its	reverence	for	Italian	art,	which	Beecher	considered	not	democratic	enough.	Although	he	
makes	no	specific	reference	to	the	Jarves	collection,	Jarves	felt	it	was	necessary	to	react	to	in	Jarves	
1862b,	where	he	wrote	that	Beecher	was	“jumbl[ing]	historical	truth	and	personal	liking	into	a	medley	of	
falsity	and	injustice,”	emphasizing	that	the	decay	of	art	only	set	in	when	the	patronage	of	art	became	
something	for	aristocrats,	from	the	sixteenth	century.	
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	 The	museum	space	and	curatorial	practices,	including	the	hanging	of	the	pictures,	but	also	
the	creation	of	the	catalogues	and	the	promotion	and	elucidation	of	the	collection	in	the	press,	were	
essential	to	the	exhibition	of	the	collection,	and	in	Jarves’s	conception	of	the	museum,	we	recognize	
many	qualities	that	are	still	recurrent	in	museums	today.	His	notion	implementing	a	taxonomy	of	
works,	where	they	would	be	hung	based	on	motives	and	chronological	order	to	present	the	
audience	with	an	overview	of	the	history	of	art	is	something	still	current	practice	in	the	museums	of	
today,	which	I	will	discuss	below,	in	the	conclusion	to	the	thesis.		
	 	
	 69	
Conclusion	
	
	
“May	these	words	strengthen	the	one	to	do	and	the	other	to	receive.”	
James	Jackson	Jarves,	from	Art	Studies,	page	499.	
	
At	the	start	of	this	thesis	I	mentioned	how	one	of	the	obstacles	of	this	research	was	that	there	has	
been	relatively	little	in-depth	study	into	the	ideas	and	motivations	behind	Jarves’s	projects,	which	
makes	it	difficult	to	navigate	the	discourse;	one	has	to	make	a	way	for	themselves.	I	do	not	entertain	
the	notion	that	this	thesis	has	changed	much:	much	work	is	still	to	be	done,	particularly	in	relation	to	
Jarves’s	career	after	1870.	From	the	1870s	until	his	death	in	1888,	Jarves	continued	to	operate	on	
the	art	market,	working	as	a	collector,	as	well	as	an	art	agent	and	art	dealer.	Not	only	did	he	
continue	to	collect	for	himself,	he	also	bought	or	created	complete	collections	and	sold	them	on,	as	
in	the	cases	of	the	Coleman	Collection240,	which	Jarves	created	from	objects	bought	at	the	Demidoff	
sale	in	1880;	a	collection	of	Italian	drawings	he	sold	to	Cornelius	Vanderbilt,	donated	to	the	newly	
founded	Metropolitan	Museum	in	1880;	and	the	collection	of	around	fifty	paintings	exhibited	at	the	
Foreign	Art	Exhibition	in	Boston	as	a	retrospective	for	the	Italian	department,	which	he	later	sold	to	
industrial	Liberty	E.	Holden	in	1883,	and	that	was	consequently	gifted	to	the	Cleveland	Museum	of	
Art	in	1917.241	Jarves	also	gifted	a	collection	of	Venetian	Glass	to	the	Metropolitan	Museum	as	a	
tribute	to	his	father	in	1881,	and	a	collection	of	Italian	textiles	to	the	college	museum	of	Wellesley	
Female	College	in	Boston	in	1886.	In	1880,	Jarves	became	American	vice-consul	to	Florence,	but	
resigned	from	his	position	in	1882	due	to	a	controversy	over	his	nomination	for	consul.	Jarves	died	
on	June	28,	1888	in	Tarasp,	Switzerland,	and	was	later	re-buried	in	the	English	cemetery	in	Rome.	
Clearly,	Jarves’s	life	career	not	end	after	he	sold	his	collection	to	Yale,	yet	little	research	has	been	
done	into	this	period	of	his	life.242	
																																								 																				
240	Some	Etruscan	objects	from	the	Coleman	Collection	are	now	housed	in	the	University	of	Pennsylvania	
Museum	of	Archeology	and	Anthropology,	also	known	as	Penn	Museum,	in	Philadelphia:	
https://www.penn.museum/sites/worlds_intertwined/etruscan/collections.shtml	(8	April	2018).	
241	Jarves	1883,	p.	3.	
242	The	most	significant	contribution	to	the	discourse	is	an	article	by	Santori	where	she	discusses	Jarves’s	
“A	Lesson	for	Merchant	Princes,”	an	essay	published	in	the	1883	Italian	Rambles,	Studies	in	the	Life	and	
Manners	in	New	and	Old	Italy.	According	to	Santori,	Jarves	moves	away	in	this	essay	from	his	insistence	
on	public	collecting	and	public	museums	run	by	the	people	to	emphasize	the	role	of	the	mercantile	elite,	
both	as	an	example	of	patronage	and	as	a	social	model.	Connecting	fifteenth-century	Florentine	
patronage	–	“private	in	means,	public	in	scope”	–		to	the	American	notion	of	the	self-made	man,	he	
modeled	it	after	the	patronage	of	“merchant-prince”	and	Florentine	aristocrat	Giovanni	Rucellai.	See	
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I	do	however	want	to	offer	some	conclusions	about	Jarves’s	(early)	work	as	discussed	in	this	
thesis,	and	address	the	possibilities	for	future	lines	of	research.	Before	I	get	into	the	latter,	let’s	
return	to	the	research	question	and	aim	of	this	thesis.	As	stated	in	the	introduction,	this	thesis	
centred	Jarves’s	writing	of	Italian	art	history	in	the	form	of	his	collection	and	his	writings,	with	a	
focus	on	the	educational	aspect	represented	in	the	creation	of	his	collection,	as	well	as	in	his	
writings	between	1855	and	1871.	An	important	aspect	and	aim	of	this	was	the	creation	of	a	museum	
as	the	physical	manifestation	of	these	aims,	which	would	create	a	place	where	his	audience	could	
encounter	and	be	educated	on/by	the	works	of	art	Jarves	presented	as	to	educational	paradigm.	
These	three	aspects	–	the	creation	of	the	collection,	the	writings	between	1855	and	1871,	and	the	
conceptualization	of	the	museum	–	were	treated	respectively	in	the	three	chapters	above.		
In	the	first	chapter,	I	discussed	how	Jarves,	having	come	to	Europe	in	the	early	1850s,	
encountered	art	for	the	first	time	in	Paris	and	probably	started	collecting	after	he	moved	to	
Florence,	where	he	created	a	collection	of	over	a	hundred	paintings,	primarily	consisting	of	early	
Italian	pictures	with	Christian	subject	matter.	It	is	unclear	whether	or	not	it	was	his	original	
intention,	but	from	the	mid-1850s	he	seems	to	have	applied	a	systematic	approach	and	aimed	to	
create	a	collection	that	could	illustrate	the	history	of	art.	He	illustrates	this	history	by	presenting	a	
series	of	pictures	that	starts	in	the	Byzantine	period	follows	a	chronological	order	until	the	late	
fifteenth	and	early	sixteenth	century,	emphasizing	particularly	the	development	from	golden	
background	painting	to	the	naturalistic	painting	of	the	Renaissance.	By	ordering	his	paintings	
chronologically,	Jarves	implied	a	development	over	time	that	he	also	stressed	in	his	writing,	and	it	is	
one	of	the	most	notable	features	of	the	collection.	However,	the	addition	of	a	group	of	portraits	and	
several	non-Italian	works	clashes	with	this	intention,	making	almost	a	third	of	the	collection	seem	
inconsistent	with	Jarves’s	initial	intention	of	it	“illustrat[ing]	the	history	of	art,”	although	they	could	
have	been	intended	as	continuations	of	this	same	intention,	executed	on	a	more	specific	subject	or	a	
different	period,	which	was	probably	the	intention	of	the	group	of	the	portraits.243		
In	the	second	chapter,	I	discussed	how	Jarves	creates	a	similar	image	of	the	development	of	
art	in	his	writing,	using	a	cyclical	model	of	history	where	he	places	the	rise	of	art	between	the	
fourteenth	and	fifteenth	century,	receiving	its	main	impetus	from	Giotto,	Masaccio,	and	Fra	
Angelico.	This	development	peaks	around	the	turn	of	the	sixteenth	century	in	the	work	of	Leonardo,	
Michelangelo,	and	Raphael,	who	also	set	in	the	decline	of	art	that	is	mainly	influenced	by	aristocratic	
																																								 																				
Santori	2005,	pp.	105-110.	Although	his	emphasis	on	the	role	of	the	individual	is	new,	one	could	question	
how	far	removed	this	actually	is	from	his	earlier	ideas	on	patronage;	the	idea	that	citizens	would	use	their	
private	funds	for	the	funding	of	public	monuments	can	already	be	discerned	in	1855	Art-Hints,	
particularly	in	the	example	of	the	building	of	the	Florentine	Duomo,	see	Jarves	1855,	pp.	37-38,	p.	40.		
243	Jarves	1860a,	pp.	5-8;	quotation	on	p.	7.	See	note	92.	
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patrons	who	try	to	control	art	for	their	own	gain	instead	of	for	the	public	good.	In	his	books,	Jarves	is	
critical	of	American	society,	which	he	believes	too	materialistic	and	in	need	of	spiritual	cultivation,	
for	which	he	sees	art	and	the	study	of	art	as	the	perfect	way	to	remedy	this.	Jarves	repeatedly	
stresses	the	relation	between	fifteenth-century	Italy	and	the	nineteenth-century	United	States,	
whether	as	an	attempt	to	market	his	collection	or	because	of	his	actual	beliefs,	and	presents	
Florence	especially	as	both	a	positive	model	–	in	its	republican,	democratic,	cosmopolitan	and	
religious	prime	during	the	reign	of	Savonarola	–	and	as	a	negative	model	–	after	the	Medici	take	over	
power	and	become	dictators	of	the	city.	He	connects	his	writing	to	his	collection	by	using	the	
paintings	he	collected	as	illustrative	(and	as	literal	illustrations	of	the	work)	of	the	artists	he	
discusses	in	Art	Studies.		
In	the	third	and	final	chapter,	I	discussed	how	Jarves	aims	to	use	his	collection	to	form	a	
national	museum,	that	is	educational	in	function,	universal	in	contents,	and	cosmopolitan	in	its	
treatment	of	the	objects	(although	it	does	maintain	a	Eurocentric	view	of	art	history).	Jarves	
presented	several	European	museums	as	examples	for	his	American	museum,	but	combined	them	
with	the	same	chronological	taxonomy	that	structured	his	own	collection,	to	create	a	museum	that	
would	represent	the	whole	development	of	human	civilization.	With	his	own	collection	created	
along	the	same	principles	of	chronological	order	and	educational	purpose,	it	would	seem	logical	that	
it	would	have	a	central	place	in	Jarves’s	museum,	and	indeed	he	tries	to	get	it	placed	in	a	museum	
that	would	fit	his	goals,	but	does	not	succeed	completely.	The	collection	eventually	ends	up	at	the	
gallery	of	the	Yale	School	of	Fine	Arts	where	it	becomes	part	of	a	larger	collection	with	an	
educational	function	for	art	students.		
	
Possibilities	for	future	research	and	insights	to	be	had	from	Jarves	
As	discussed	above,	research	into	Jarves	has	been	limited	and	many	lines	of	research	can	still	be	
explored,	particularly	his	career	as	an	art	agent	and	dealer	for	other	collectors	after	he	sold	his	
collection	of	old	master	to	Yale	in	the	early	1870s.	As	I	noted	in	the	historiography,	much	research	
has	focused	on	his	first	collection	–	something	I	am	guilty	of	as	well	–	and	it	would	be	interesting	to	
see	how	the	ideas	Jarves’s	develops	in	his	writing	influence	his	other	collecting	activities,	possibly	
changing	over	time.	The	work	of	researchers	like	Flamminia	Gennari	Santori,	Sara	Putterman,	and	
Clay	M.	Dean	is	a	step	in	this	direction	and	should	be	acknowledged	for	that.244	What	would	be	
helpful	towards	this	development,	is	a	more	in-depth,	diverse,	and	critical	study	of	Jarves’s	writing,	
looking	at	it	from	the	context	of	the	historiography	of	medieval	and	Renaissance	Italy	in	the	United	
																																								 																				
244	Santori	2000;	Santori	2005;	Putterman	2013;	Dean	2015.	
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States.	This	could	also	include	an	in-depth	consideration	of	his	notions	of	art	criticism,	something	
Karen	Georgi	has	already	made	a	start	with	in	her	article	and	book	on	Jarves	as	an	American	art	
critic.245	Additionally,	I	believe	Jarves’s	advocacy	for	a	national	museum	for	the	American	people	
deserves	more	attention	within	the	study	of	the	American	museum	movement	in	the	nineteenth	
century.	It	could	also	be	interesting	to	examine	how	his	interests	in	early	Italian	art	influenced	his	
diplomatic	work	as	American	vice-consul	in	Florence.246	Taking	a	wider	scope,	I	think	Jarves	also	is	a	
relevant	figure	in	the	study	of	nineteenth-century	American	art	culture,	particularly	in	relation	to	the	
broader	scope	of	art	and	museum	history.		
As	already	mentioned	at	the	end	of	the	third	chapter,	Jarves’s	conception	of	the	museum,	
both	in	his	ideas	what	should	be	included	in	a	museum	in	terms	of	objects	and	genres,	and	his	
ordering	of	these	objects	along	motives	and	chronology	ty	into	current	curatorial	practice	in	many	
museums.	The	development	of	the	museums	that	try	to	present	a	cosmopolitan	overview	of	all	
history,	representing	as	much	of	civilization	as	they	can	–	but	often	lapsing	into	a	Eurocentric	
perspective	on	art	and	art	history	–	has	been	an	issue	in	those	museums	that	are	sometimes	
referred	to	as	the	“universal	museums.”	The	notion	of	the	West	–	and	consequently	Jarves’s	notion	
of	the	United	States	–	as	the	heir	to	all	civilization	and	that	therefore	should	present	all	types	of	
world	heritage	in	its	museums	has	been	problematized	in	recent	decades,	centered	around	the	
question	of	who	has	ownership	over	the	past	and	responsibility	for	(world)	heritage.	While	this	is	not	
the	issue	of	this	paper,	it	needs	to	be	taken	into	account	when	taking	Jarves’s	conception	of	the	
museum	and	its	proposed	contents	as	a	precursor	to	some	of	the	major	museum	institutions	of	
today,	particularly	those	founded	during	the	time	his	project	took	place	and	where	he	was	a	part	of	
the	debate	surrounding	their	creation,	like	the	Metropolitan	Museum	of	Art	and	the	Boston	
Museum	of	Fine	Arts.		
Interesting,	particularly	in	regards	to	Jarves’s	proposed	“cosmopolitan”	and	“universal”	
nature	of	the	national	museum,	is	a	historic	parallel	that	can	be	made	between	his	ideas	and	the	
notion	of	the	“universal	museum”	as	conceptualized	in	the	2004	“Declaration	on	the	Importance	and	
Value	of	Universal	Museums.”	Through	this	declaration,	co-signed	by	a	group	of	some	twenty	
museums	from	primarily	Europe	and	the	United	States,	these	museums	wished	to	“stress	the	vital	
role	they	play	in	cultivating	a	better	comprehension	of	different	civilizations	and	in	promoting	
																																								 																				
245	Georgi	2008	and	Georgi	2013.	
246	In	fact,	Steegmuller	briefly	tells	us	in	his	biography	that	Jarves’s	interest	in	old	art	supposedly	lead	to	
tensions	with	contemporary	American	artists	who	felt	he	was	prejudiced	against	contemporary	American	
art	and	effectively	petitioned	to	keep	Jarves	from	becoming	consul.	See	Steegmuller	1951,	pp.	280-281.	
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respect	between	them.”247	In	this	conceptualization	of	the	aim	of	the	museum	as	something	
appealing	to	a	democratic	taste,	whether	one	calls	it	cosmopolitan	as	Jarves	does	or	universal	as	the	
declaration	does,	it	is	interesting	to	note	the	way	it	subscribes	to	Eurocentric	notions	of	what	art	and	
art	history	are,	and	I	think	Jarves’s	conceptualization	of	the	museum	therefore	can	be	particularly	
interesting	in	comparison	with	this	type	of	museum	in	the	present	when	we	look	at	claims	at	
universality.		
Finally,	to	take	an	even	broader	scope,	I	want	to	return	to	some	themes	I	connected	to	
Jarves’s	project	in	the	introduction,	considering	the	notion	of	a	relation	between	the	United	States	
and	European	history.	To	reiterate:	Anthony	Molho	pointed	out	that	American	historiography	of	the	
Italian	Renaissance	is	based	in	a	sentiment	of	cultural	kinship,	while	Elizabeth	Emery	noted	that	the	
importation	of	European	culture	-	both	metaphorical	by	appropriating	its	history,	but	also	physical	
through	the	acquisition	of	art	and	the	copying	of	aesthetics	–	could	be	understood	in	the	context	of	
the	(post-)colonial	relationship	between	Europe	and	the	United	States.	These	two	notions	are	
obviously	related:	this	importation	of	European	culture	as	Emery	sketches	stems	from	a	feeling	of	
affiliation.	While	I	mentioned	Molho	and	Emery	primarily	to	create	a	context	for	Jarves’s	project,	it	
could	be	interesting	in	the	future	to	further	delve	into	the	implications	of	these	notions	for	Jarves’s	
collecting	of	European	art,	and	the	collecting	of	European	art	in	nineteenth-century	America	at	
large.	As	the	perception	that	the	present-day	United	States	as	a	nation	has	its	historical	origins	in	
Europe	and	European	culture	becomes	more	pronounced	in	public	discourse,	and	even	has	become	
a	frequently	used	argument	to	legitimize	nationalism	and	exclusionism,	particularly	in	conservative	
politics,	critically	assessing	the	origins	and	use	of	Renaissance	imagery	should	receive	more	critical	
attention,	but	to	my	knowledge	has	received	little	attention	in	research.248	
																																								 																				
247	Schuster	2004,	p.	4.	The	museums	also	stressed	“the	need	to	address	claims	for	restitution	on	a	case	
by	case	basis,	with	attention	to	the	historical	and	legal	circumstances	of	acquisitions.”	
248	I	want	to	note	that	the	use	of	Renaissance	imagery	often	has	racial	(and	even	white	supremacist)	
connotations,	that	play	an	explicit	role	in	present-day	discourse.	An	interesting	example	of	this	is	the	
online	journal	American	Renaissance	(1990-present),	that	appropriates	classicist	and	renaissance	imagery	
to	perpetuate	an	agenda	of	what	they	call	“race	realism,”	although	“race	realism”	is	often	used	as	a	
veiled,	pseudo-scientific	framing	of	racist	ideas.	That	is	not	to	say	the	Renaissance	only	has	an	explicit	
political	connotation	in	contemporary	American	society,	as	can	be	seen	in	the	popularity	of	Renaissance	
in	popular	culture,	both	in	the	form	of	traditional	media	entertainment	like	television	and	film,	and	the	
“renaissance	fair”	theme	parks	and	short-term	events.	I	want	to	note	as	well	that	in	this	popular	
imagination	whiteness	is	also	often	an	inherent	aspect	of	this	notion	of	Renaissance,	effectively	erasing	
both	aboriginal	history	and	creating	a	myth	of	the	past	as	inherently	non-racially	diverse,	as	pointed	out	
by	activists	and	historians	alike.	(For	more,	see	http://medievalpoc.tumblr.com	(4	June	2018),	as	well	as	
Geraldine	Heng,	The	Invention	of	Race	in	the	European	Middle	Ages.	Cambridge:	Cambridge	University	
Press,	2018).	Other	examples	of	the	appreciation	and	appropriation	of	European	Renaissance	in	the	
present-day	United	States	can	be	found	in	Paul	F.	Grendler,	The	European	Renaissance	in	American	Life.	
West	Port,	Conn.:	Praeger,	2006.	
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Appendix	1:	Illustrations	
	
	 	
Fig.	1	(top	left):	Bartolomé	Esteban	Murillo,	The	Immaculate	
Conception	of	Los	Venerables,	ca.	1678.	
Fig.	2	(top	right):	Heinrich	Schweickhardt,	Skaters	on	the	Canal,	1779.	
Fig.	3	(bottom	left):	Title	page	to	the	Descriptive	Catalogue	of	"Old	
Masters",	1860.	
Fig.	4	(bottom	right):	First	page	of	catalogue	entries,	Descriptive	
Catalogue	1860.	
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Fig.	5	(top	left):	[no.	4]	Byzantine,	The	Annunciation,	n.d.	(Current	attribution:	Unknown	artist,	ca.	1420).	
Fig.	6	(top	right):	[no.	5]	Byzantine,	Madonna	and	Child,	13-14th	century.	(Current	attribution:	Unknown	artist,	ca.	
1420).	
Fig.	7	(bottom):	[no.	9]	Early	Italian,	The	Crucifixion;	The	Desposition;	Entombment,	between	9th	and	13th	century.	
(Current	attribution:	Circle	of	Bonaventura	Berlinghieri,	ca.	1230).	
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Fig.	8	(top):	[no.	14]	Cimabue,	Madonna	and	
Child	with	Saints,	1240-1302.	(Current	
attribution:	Master	of	Varlungo,	ca.	1290).	
Fig.	9	(center	left):	[no.	16]	Giotto,	
Entombment,	1276-1336.	(Current	attribution:	
Taddeo	Gaddi,	ca.	1335-40).	
Fig.	10	(center):	[no.	17]	Giotto,	Crucifixion,	
1276-1336.	(Current	attribution:	Lorenzo	
Monaco,	ca.	1415-1420).	
Fig.	21	(center	right):	[no.	34]	Andrea	
Orcagna,	Saint	John	the	Baptist,	1329-1389.	
(Current	attribution:	Orcagna,	ca.	1355-60).	
Fig.	11	(bottom	left):	[no.	35]	Orcagna,	Saint	
Peter,	1329-1389.	(Current	attribution:	Nardo	di	
Cione,	ca.	1355-1360).	
Fig.	13	(bottom	right):	[no.	41]	Fra	Angelico,	
Saints	Zenobius,	Francis,	and	Anthony	of	
Padua,	1387-1457.	(Current	attribution:	
Zanobi	di	Benedetto	Strozzi,	1445-50).	
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Fig.	14:	[no.	55]	Dello	Delli,	Tournament	in	the	square	of	Santa	Croce,	1372-1421.	(Current	attribution:	Apollonio	di	
Giovanni,	ca.	1440).	
Fig.	15:	[no.	57]:	Paolo	Ucello,	Aeneas	at	Carthage,	1389-1492.	(Current	attribution:	Apollonio	di	Giovanni,	ca.	
1450).	
Fig.	16:	[no.	58]:	Paolo	Ucello,	The	Shipwreck	of	Aeneas,	1389-1492.	(Current	attribution:	Apollonio	di	Giovanni,	ca.	
1450-60).	
Fig.	17:	[no.	61]:	Style	of	Piero	della	Francesca,	The	meeting	of	Solomon	and	the	Queen	of	Sheba,	1398-1484.	
(Current	attribution:	Apollonio	di	Giovanni,	ca.	1440-50).	
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Fig.	18	(top	left):	[no.	53]	Neri	di	Bicci,	A	scene	from	the	legend	of	Saint	
Nicholas	of	Bari,	1419-1486.	(Current	attribution:	Neri	di	Bicci,	ca.	1460-70).	
Fig.	19	(top	right):	[no.	64]	Masaccio,	The	Birth	of	Saint	John	the	Baptist,	1402-
1443.	(Current	attribution:	Bartolomeo	degli	Erri	and	Agnolo	degli	Erri,	ca.	
1470).	
Fig.	20	(center):	[no.	76]	Piero	del	Pollaiuolo,	The	Annunciation,	1443-
1493.	(Current	attribution:	Neroccio	de'Landi,	ca.	1480).	
Fig.	21	(bottom):	[no.	65]	Fra	Filippo	Lippi,	Penitent	Saint	Jerome,	1412-1469.	
(Current	attribution:	Fiorenzo	di	Lorenzo,	ca.	1485).	
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Fig.	22	(top	left):	[no.	72]	Sandro	Botticelli,	Virgin	and	Child,	1437-1515.	(Current	attribution:	Sandro	Botticelli,	ca.	1485).	
Fig.	23	(top	center):	[no.	73]	Fillipino	Lippi,	Saint	Sebastian,	1460-1505.	(Current	attribution:	Gherardo	di	Giovanni	del	Fora,	
ca.	1479).	
Fig.	24	(top	right):	[no.	60]	Gentile	da	Fabriano,	Virgin	and	Child,	1370-1450.	(Current	attribution:	Gentile	da	Fabriano,	ca.	
1420-24).	
Fig.	25	(bottom	left):	[no.	75]	Antonio	del	Pollaiuolo,	Hercules	and	Deianira,	1433-1498.	(Current	attribution:	Antonio	del	
Pollaiuolo,	ca.	1475-80).	
Fig.	26	(bottom	right):	[no.	66]	Fra	Diamante,	Virgin	and	Child	with	Saint	Catherine	and	Angels,	1450.	(Pseudo	Pier	
Francesco	Fiorentino,	ca.	1460).	
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Fig.	27	(top):	[no.	93]	
Leonardo	da	Vinci,		
Madonna	and	Child,		
1452-1519.		
(Current	attribution:	school	
of	Leonardo	da	Vinci,	ca.	
1500).	
Fig.	28	(bottom):	[no.	95]	
Raphael	Sanzio,		
The	Dead	Christ	supported	
by	Joseph	of	Arimathaea,	
1483-1520.		
(Current	attribution:	copy	
after	Perugino,	19th	
century).	
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Fig.	30	(top	right):	[no.	90]	Mariotto	Albertinelli,	Angel	in	adoration,	1470-1512.	(Current	attribution:	Giovanni	Antonio	
di	Francesco	Sogliani,	ca.	1510).	
Fig.	31	(bottom	left):	[no.	91]	Mariotto	Albertinelli,	Virgin	in	the	egg,	early	16th	century.	(Current	attribution:	unknown	
Spanish	artist,	ca.	1650).	
Fig.	32	(bottom	right):	[no.	94]	Perugino,	The	Baptism	of	Christ,	1446-1524.	(Current	attribution:	follower	of	Perugino,	
probably	Sinibaldi	Ibi,	ca.	1510).	
Fig.	29	(top	left):	[no.	88]	Girolamo	Cotignola,	Saint	Sebastian,	1475-1550.	(Current	attribution:	follower	of	Lorenzo	
di	Credi,	ca.	1510).	
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Fig.	35:	[no.	80]	Luca	Signorelli,	The	Adoration	
of	the	Magi,	1441-1524.	(Current	attribution:	
Luca	Signorelli,	ca.	1508).	
Fig.	33	(below):	Perugino	(studio	of),	Pietà,	1497.	Painted	
after	the	Albizzi	Pietà.	
Fig.	34	(above):	Raphael	Sanzio,	Mond	Crucifixion,	
1502-3.	
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Fig.	36	(top	left):	[no.	114]	Marcello	Venusti,	The	Holy	Family,	1550.	(Current	attribution:	Marcello	Venusti,	ca.	1570).	
Fig.	37	(top	right):	[no.	116]	School	of	Andrea	del	Sarto,	Portrait	of	Dante	Alighieri,	ca.	1525.	(Current	attribution:	
unknown	artist,	ca.	1550).	
Fig.	38	(bottom	left):	[no.	123]	Pontormo,	Portrait	of	Cosimo	de	Medici,	1493-1558.	(Current	attribution:	unknown	
artist,	copy	after	Bronzino	or	Pontormo,	after	1569).	
Fig.	39	(bottom	right):	[no.	128]	Hans	Holbein,	Portrait	of	Charles	V,	1498-1554.	(Current	attribution:	copy	after	Anton	
Mor,	n.d.)	
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Fig.	40:	[no.	131]		
Albert	Durer,		
Head	of	the	Dead	Christ,	
1471-1528.		
(Current	attribution:		
Quentin	Massys,		
ca.	1530).	
Fig.	42	(above):	[no.	133]	Peter	Breughel,	The	Procession	to	Calvary,	
1510-1570.	(Current	attribution:	Jan	Wellens	de	Cock,	ca.	1520-1525).	
Fig.	42	(left):	[no.	135]	Diego	Velásquez,	Portrait	of	a	Spanish	Military	
Commander,	1594-1660.	(Current	attribution:	Unknown,	possibly	
follower	of	Velázquez,	ca.	1690).	
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Fig.	43.	Title	page	of	Art-Hints.	 Fig.	44.	Title	page	Art	Studies.	
Fig.	45.	“List	of	copperplate	illustrations”	from	Art	Studies,	pp.	xi-xii.	
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Fig.	46.	“Plate	J.”	from	Art	Studies;	opposite	page	288.	
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Fig.	47.	“Plate	K.”	from	Art	Studies;	opposite	page	333.	
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Fig.	48:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southwest	view.	Before	1878.	
Fig.	49:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view.	After	1887.		
	 89	
	
	 	
Fig.	50:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view.	After	1887.	
Fig.	51:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view.	After	1887.	
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Fig.	52:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view.	After	1887.	
Fig.	53:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southwest	view;	inserted	catalogue	
numbers	of	displayed	works.	Before	1878.	
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Fig.	54:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view;	inserted	catalogue	numbers	of	
displayed	works.	After	1887.	
Fig.	55:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view;	inserted	catalogue	
numbers	of	displayed	works.	After	1887.	
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Fig.	56:	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view;	inserted	catalogue	
numbers	of	displayed	works.	After	1887.	
Fig.	57:	Floor	map	of	Street	Hall,	with	the	North	Gallery	(or	Jarves	Gallery)	on	the	left	side.		
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Appendix	2:	Overview	of	the	Jarves	Collection,	including	current	attributions	
	
	
No.	Cat.	1860	
No.	Cat.	Yale	
1860	attribution	
Subject/title	
Date	
M
aterial	
M
easurem
ents	
Current	attribution	
Link	to	online	
cat.	
1.	 1871.
113	
Byzantine	
Triptych	
Three	
compositions
:	
Transfigurati
on	(r.);	
Wanderings	
of	the	
Israelites	(l.);	
Descent	of	
Christ	into	
Hades	(c.)	
ca.	A.D.	1200	 Encaustic	
(tempera	
on	wood)	
Central	
panel:	
25x16.8	
cm;	left	
wing:	22	x	
16.7	cm;	
right	wing:	
20.6	x	15	
cm	
Unknown	artist,	
second	half	16th	
century	
https://artg
allery.yale.e
du/collectio
ns/objects/
256	
2.	 1871.
111	
Byzantine	
(same	hand	
as	1871.113)	
The	
Annunciation	
-	 Encaustic	
(tempera	
on	wood)	
27	x	19.1	
cm	
Unknown	artist,	
ca.	1450	
https://artg
allery.yale.e
du/collectio
ns/objects/
254		
3.	 1871.
112	
Byzantine	
(same	hand	
as	1871.113)	
Triumph	of	
Christianity	
over	
Paganism,	
with	Saints	
-	 Encaustic	
(tempera	
on	wood)	
25.6	x	18.6	
cm	
Unknown	artist,	
15th	century	
https://artg
allery.yale.e
du/collectio
ns/objects/
255		
4.	 1871.
109	
Byzantine	 The	Nativity	 “style	of	the	
11th	and	
subsequent	
centuries”	
Encaustic	
(tempera	
on	wood)	
19	x	14.1	
cm	
Unknown	artist,	
ca.	1420	
https://artg
allery.yale.e
du/collectio
ns/objects/
251		
5.		 1871.
110	
Byzantine	 Madonna	
and	Child	
“degenerate	
period	of	
Byzantine	
art”:	13th/14th	
century	
Encaustic	
(tempera	
on	wood)	
44.2	x	35.3	
cm	
Unknown	artist,	
ca.	1420	
https://artgaller
y.yale.edu/colle
ctions/objects/2
53		
6.		 -	 Byzantine	 Madonna	
and	Child	
“degenerate	
period	of	
Byzantine	
art”	
Encaustic		 5	x	6	inches	 -	 -	
7.	 1871.
108	
Byzantine	 St.	George	
and	the	
Dragon	
“style	of	the	
12th	and	13th	
centuries”	
Encaustic	
(tempera	
on	wood)	
25.5	x	17.8	
x	2.5	cm	
Unknown	artist,	
ca.	1424-50	
https://artg
allery.yale.e
du/collectio
ns/objects/
250	
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8.		 1871.
19	
Graeco-
Italian	
Christ	and	
the	Virgin	in	
Glory,	with	
allegories	of	
the	Old	and	
New	
Testament	
A.D.	1190	to	
1216	
Tempera	
(tempera	
on	panel)	
182.9	x	
79.2	cm	
Giovanni	del	
Biondo,	ca.	
1365	
https://artg
allery.yale.e
du/collectio
ns/objects/
274		
9.		 1871.
1a-c	
Early	Italian	 The	
Crucifixion;	
Descent	from	
the	Cross;	
Entombment	
Between	9th	
and	13th	
century	
Tempera	
(tempera	
on	panel)	
37.2	x	36	
cm		
		
Circle	of	
Bonaventura	
Berlinghieri,	ca.	
1230	
1a:https://a
rtgallery.yal
e.edu/colle
ctions/obje
cts/240	
1b:https://
artgallery.y
ale.edu/coll
ections/obj
ects/92646	
1c:https://a
rtgallery.yal
e.edu/colle
ctions/obje
cts/92647		
10.	 1871.
9	
Italian	
Triptych	
Nineteen	
compositions	
from	the	
Lives	of	
Christ	and	
Saint	John	
the	Baptist	
Twelfth	
century	
Tempera	
(tempera	
and	silver	
on	panel)	
45.4	x	68.3	
x	2.9	cm	
Master	of	
Vicchio	di	
Rimaggio,	ca.	
1310	
https://artg
allery.yale.e
du/collectio
ns/objects/
353		
11.	 1871.
4	
Early	Italian	 Triptych	with	
four	
compositions
:	Madonna	
and	Child	
with	Saints;	
Crucifixion;	
Archangel	
Michael;	Two	
Saints	
A.D.	1200	 Tempera	
(tempera	
on	panel)	
23.18	x	36	
cm	
Unknown	artist,	
ca.	1280-90	
https://artg
allery.yale.e
du/collectio
ns/objects/
297		
12.	 1871.
2	
Giunta	da	
Pisa	
The	
Crucifixion	
1202-1253	 Tempera,	
canvas	on	
wood	
(tempera	
on	panel)	
65.1	x	96.5	
x	1	cm	
Guido	da	Siena,	
ca.	1270-80	
https://artg
allery.yale.e
du/collectio
ns/objects/
275		
13.	 1871.
3	
Margaritone	
d’Arezzo	
Virgin	and	
Child	
enthroned	
with	Saints	
Leonard	and	
Peter,	and	
Scenes	from	
the	Life	of	
Saint	Peter	
A.D.	1212-
1290	
Tempera	
(tempera	
on	panel)	
106	x	160.2	
cm	
Magdalen	
Master,	ca.	
1280	
https://artg
allery.yale.e
du/collectio
ns/objects/
286		
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14.	 1871.
5	
Cimabue	 Madonna	
and	Child,	
with	Saints	
John	the	
Baptist,	
James,	Peter,	
and	Francis	
1240-1302	 Tempera	
(tempera	
on	panel)		
55.88	x	
172.9	cm	
Master	of	
Varlungo,	ca.	
1290	
https://artg
allery.yale.e
du/collectio
ns/objects/
308		
15.	 1871.
21	
Pietro	
Cavallini	
Annunciation	 1259-1344	 Tempera	
(tempera	
on	panel)	
136.8	x	
116.5	x	7.5	
cm	
Niccolò	di	Pietro	
Gerini,	ca.	1380-
90	
https://artg
allery.yale.e
du/collectio
ns/objects/
277		
16.	 1871.
8	
Giotto	 Entombment	 1276-1336	 Tempera	
(tempera	
on	panel)	
116	x	76.3	x	
1.8	cm	
Taddeo	Gaddi,	
ca.	1335-40	
https://artg
allery.yale.e
du/collectio
ns/objects/
342	
17.	 1871.
24	
Giotto	 The	
Crucifixion	
1276-1336	 Tempera	
(tempera	
and	gold	on	
poplar)	
63.5	x	37.2	
x	0.7	cm	
Lorenzo	
Monaco,	ca.	
1415-1420	
https://artg
allery.yale.e
du/collectio
ns/objects/
280		
18.	 1871.
26a-c	
School	of	
Giotto	
Vecchietti	
Triptych,	
with	
Madonna	
and	Child,	
Annunciation	
and	
Crucifixion	
-	 Tempera	
(tempera	
on	panel)	
141.3	x	
37.8	cm	
Spinello	
Aretino,	ca.	
1400	(a,	c)	
Niccolò	di	Pietro	
Gerini,	ca.	1380	
(b)	
26a:https:/
/artgallery.
yale.edu/co
llections/ob
jects/282	
26b:https:/
/artgallery.
yale.edu/co
llections/ob
jects/92648	
26c:https://
artgallery.y
ale.edu/coll
ections/obj
ects/92649		
19.	 1871.
70	
Puccio	
Capanna	
Descent	from	
the	Cross	
Before	1334	 Tempera	
(tempera	
on	panel)	
125.7	x	
78.4	cm	
Giovanni	di	
Pietro	da	
Napoli,	ca.	1400	
https://artg
allery.yale.e
du/collectio
ns/objects/
332		
20.	 1871.
18	
Puccio	
Capanna	
The	Trinity,	
with	saints	in	
adoration	
Before	1334	 Tempera	
(tempera	
on	panel)	
106.7	x	
50.2	cm	
Master	of	the	
Ashmolean	
Predella,	ca.	
1390	
https://artg
allery.yale.e
du/collectio
ns/objects/
273		
21.	 1871.
10a-b	
Duccio	 Diptych	with	
the	
Crucifixion,	
and	Virgin	
and	Child	
1290-1339	 Tempera	
(tempera	
on	panel)	
33	x	21.5	
cm	
(Crucifixion)
;	33	x	22	cm	
(Virgin	and	
Child)	
Master	of	
Monte	Oliveto,	
ca.	1315	
https://artg
allery.yale.e
du/collectio
ns/objects/
241		
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22.	 -	 School	of	
Giotto	
Marriage	of	
St.	Catherine	
About	1350	 Tempera	 36	x	60	
inches	
-	 -	
23.	 -	 School	of	
Taddeo	
Gaddi	
Triptych	with	
nine	
compositions
,	with	
portraits	of	
the	donors	
A.D.	1350	 Tempera	 24	x	30	
inches	
-	 -	
24.	 1871.
6	
Taddeo	
Gaddi	
The	Vocation	
of	Saint	
Dominic	
1300-1352	 Tempera	
(tempera	
on	panel)	
38.1	x	35.2	
cm	
Bernardo	Daddi,	
ca.	1338	
https://artg
allery.yale.e
du/collectio
ns/objects/
320		
25.	 1871.
20	
Taddeo	
Gaddi	
Saints	Julian,	
James,	and	
Michael	
1300-1352	 Tempera	
(tempera	
on	panel)	
87	x	74.93	x	
6.67	cm	
Agnolo	Gaddi,	
ca.	1390	
https://artg
allery.yale.e
du/collectio
ns/objects/
276	
26.	 1871.
30	
Giacomo	di	
Casentino	
Legend	of	
Saint	
Giovanni	
Gualberto	
Before	1380	 Tempera	
(tempera	
and	gold	on	
panel)	
36.4	x	57.9	
cm	
Niccolò	di	Pietro	
Gerini,	ca.	1410	
https://artg
allery.yale.e
du/collectio
ns/objects/
287	
27.	 1871.
27	
Andrea	
Orcagna	
Saints	
Augustine	
and	Lucia,	
with	two	
Evangelists	
1329-1389	 Tempera	
(tempera	
and	gold	on	
panel)	
110.6	x	
64.5	cm	
Lorenzo	di	
Niccolò	di	
Martino,	ca.	
1400	
https://artg
allery.yale.e
du/collectio
ns/objects/
283		
28.	 1871.
28	
Andrea	
Orcagna	
Saints	
Dominic	and	
Agnes,	with	
two	
Evangelists	
1329-1389	 Tempera	
(tempera	
on	panel)	
111.1	x	
64.1	cm	
Lorenzo	di	
Niccolò	di	
Martino,	ca.	
1400	
https://artg
allery.yale.e
du/collectio
ns/objects/
284		
29.	 1871.
32	
School	of	
Taddeo	
Gaddi	
Christ’s	
Agony	in	the	
Garden	
1350	 Tempera	
(tempera	
on	panel)	
29.2	x	39.7	
cm	
Stefano	
d’Antonio	di	
Vanni,	ca.	1435	
https://artg
allery.yale.e
du/collectio
ns/objects/
289	
30.	 1871.
25	
Agnolo	
Gaddi	
Saint	Francis	
receiving	the	
stigmata	
1324-1390	 Tempera	
(tempera	
on	panel)	
29.1	x	34.9	
cm	
Lorenzo	
Ghiberti,	ca.	
1400-1405	
https://artg
allery.yale.e
du/collectio
ns/objects/
281		
31.	 1871.
7	
Spinello	
Aretino	
(manner	of)	
The	
Crucifixion	
1308-1400	 Tempera	
(tempera	
on	panel)	
88.6	x	48.9	
x	6.4	cm	
Cenni	di	
Francesco	di	Ser	
Cenni,	ca.	1400-
1405	
https://artg
allery.yale.e
du/collectio
ns/objects/
331		
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32.	 1871.
23	
School	of	
Spinello	
Aretino	
Vision	of	
Constantine,	
the	Fall	of	
the	Rebel	
Angels	
-	 Tempera	
(tempera	
and	gold	on	
panel)	
31	x	70.2	x	
2.5	cm	
Lippo	d’Andrea,	
ca.	1390	
https://artg
allery.yale.e
du/collectio
ns/objects/
279		
33.		 1871.
29	
Lorenzo	di	
Bici	
Scenes	from	
the	Legend	of	
Saints	
Cosmas	and	
Damian	
1350-1427	 Tempera	
(tempera	
and	gold	on	
panel)	
24.1	x	73.3	
cm	
Mariotto	di	
Nardo,	ca.	1400	
https://artg
allery.yale.e
du/collectio
ns/objects/
285		
34.	 1871.
14	
Andrea	
Orcagna	
Saint	John	
the	Baptist	
1329-1389	 Tempera	
(tempera	
on	panel)	
99.4	x	40	
cm	
Andrea	di	Cione	
(Orcagna),	ca.	
1355-60	
https://artg
allery.yale.e
du/collectio
ns/objects/
269	
35.	 1871.
13	
Andrea	
Orcagna	
Saint	Peter	 1329-1389	 Tempera	
(tempera	
on	panel)	
88.3	x	32	
cm	
Nardo	di	Cione,	
ca.	1355-60	
https://artg
allery.yale.e
du/collectio
ns/objects/
268	
36.	 1871.
15a-c	
Simone	
Martini	
(Memmi)	
Adoration	of	
the	Magi	(a);	
Annunciation	
(b	and	c)	
1284-1344	 Tempera	
(a:	tempera	
on	panel;	b	
and	c:	
tempera	on	
panel	
reinforced	
with	linen)	
83.2	x	26.3	
cm	(a);	13.7	
x	13.5	x	1.4	
cm	(b);	13.7	
x	14	x	1.1	
cm	(c)		
Cenni	di	
Francesco	di	Ser	
Cenni,	ca.	1380	
(a);	1395-1400	
(b,	c)	
15a:https:/
/artgallery.
yale.edu/co
llections/ob
jects/74955	
15b:https:/
/artgallery.
yale.edu/co
llections/ob
jects/74956	
15c:https://
artgallery.y
ale.edu/coll
ections/obj
ects/96146		
37.	 1871.
22	
School	of	
Siena	
Madonna	
and	Child,	
with	Angels	
and	Saints	
1370	 Tempera	
(tempera	
on	panel)	
220.98	x	
251.14	x	
17.15	cm	
Venturi	di	
Moro,	ca.	1420	
https://artg
allery.yale.e
du/collectio
ns/objects/
278		
38.	 1871.
16	
Giottino	
(Tommaso	
di	Stefano)	
Virgin	and	
Child	
Enthroned	
with	Saints;	
with	
Crucifixion	
1292-1324	 Tempera	
(tempera	
on	panel)	
122.9	x	
60.3	x	9.8	
cm	
Cenni	di	
Francesco	di	Ser	
Cenni,	ca.	1380	
https://artg
allery.yale.e
du/collectio
ns/objects/
271		
39.	 1871.
17	
Giottino	
(Tommaso	
di	Stefano)	
The	Nativity	
and	
Resurrection	
of	Christ	
1292-1324	 Tempera	
(tempera	
and	gold	on	
panel)	
39.1	x	90.5	
x	5.4	cm	
Cenni	di	
Francesco	di	Ser	
Cenni,	ca.	1390	
https://artg
allery.yale.e
du/collectio
ns/objects/
272		
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40.	 1871.
12	
Sienese	
School	
(similar	to	a	
painting	by	
Ambrogio	
Laurati)	
Assumption	
of	the	Virgin	
About	1350	 Tempera	
(tempera	
on	panel)	
121.6	x	
62.2	cm	
Luca	di	Tommè,	
1362	
https://artg
allery.yale.e
du/collectio
ns/objects/
263		
41.	 1871.
31	
Fra	Angelico	 Saints	
Zenobius,	
Francis	and	
Anthony	of	
Padua	
1387-1457	 Tempera	
(tempera	
on	panel)	
76.5	x	47	
cm	
Zanobi	di	
Benedetto	
Strozzi,	1445-50	
https://artg
allery.yale.e
du/collectio
ns/objects/
288		
42.	 -	 Fra	Angelico	 Saint	
Christopher	
carrying	the	
infant	Christ	
1387-1457	 Tempera	 10	x	15	
inches	
-	 -	
43.	 -	 Sano	di	
Pietro	
Gradino	with	
the	Kings	of	
the	East	
1420-1462	 Tempera	 12	x	60	
inches	
-	 -	
44.	 1871.
60	
Sano	di	
Pietro	
The	
Coronation	
of	the	Virgin	
1420-1462	 Tempera	
(tempera	
on	panel)	
75.6	x	62.2	
cm	
Sano	di	Pietro,	
ca.	1460	
https://artg
allery.yale.e
du/collectio
ns/objects/
321		
45.		 1871.
59	
Giovanni	di	
Paolo	
Saint	Clare	of	
Assisi	
Blessing	the	
Bread	before	
Pope	
Innocent	IV	
1428-1462	 Tempera	
(tempera	
on	panel)	
21.6	x	30.1	
cm	
Giovanni	di	
Paolo,	ca.	1455	
https://artg
allery.yale.e
du/collectio
ns/objects/
319		
46.	 1871.
58	
Sienese	
School	
Saint	
Anthony	
Abbot	
tormented	by	
Demons	
About	1440	 Tempera	
(tempera	
on	panel)	
47.5	x	34.3	
cm	
Sano	di	Pietro,	
ca.	1435-40	
https://artg
allery.yale.e
du/collectio
ns/objects/
318		
47.	 1871.
57	
Sassetta	 The	
Temptation	
of	Saint	
Anthony	
Abbot	
Around	1450	 Tempera	
(tempera	
on	panel)	
38.4	x	40.4	
x	1.2	cm	
Master	of	the	
Osservanza	
Triptych,	ca.	
1435-1450	
https://artg
allery.yale.e
du/collectio
ns/objects/
317		
48.	 1871.
37	
School	of	
Siena	
Scenes	from	
the	Lives	of	
the	Hermits	
of	the	
Thebaid	
About	1430	 Tempera	
(tempera	
on	panel)	
33.7	x	44.6	
cm	
Giuliano	
Amedei,	ca.	
1460	
https://artg
allery.yale.e
du/collectio
ns/objects/
294		
49.	 -	 School	of	
Siena	
San	
Bernardino,	
patron	of	
Siena	
1450	 Tempera	 6	x	12	
inches	
-		 -	
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50.	 1871.
62	
Giovanni	di	
Paolo	
The	
Martyrdom	
of	a	Bishop	
1428-1462	 Tempera	
(tempera	
on	panel)	
21.6	x	39.4	
cm	
Sano	di	Pietro	 https://artg
allery.yale.e
du/collectio
ns/objects/
323		
51.	 1871.
38	
School	of	
Umbria	
The	Death	of	
the	Virgin	
About	1425	 Tempera	
(tempera	
on	panel)	
28.1	x	69.2	
cm	
Bernardino	di	
Giovanni	da	
Castelletto,	ca.	
1460	
https://artg
allery.yale.e
du/collectio
ns/objects/
295		
52.		 1871.
44	
School	of	
Umbria	
Penance	of	
Saint	Jerome	
and	Saint	
Francis	
receiving	the	
stigmata	
About	1490	 Tempera	
(tempera	
on	panel)	
39.5	x	29.8	
cm	
Francesco	
Botticini,	ca.	
1485	
https://artg
allery.yale.e
du/collectio
ns/objects/
302		
53.	 1871.
39	
Neri	di	Bicci	 A	scene	from	
the	Legend	of	
Saint	
Nicholas	of	
Bari	
1419-1486	 Tempera	
(tempera	
on	panel)	
30.8	x	30.5	
cm	
Neri	di	Bicci,	ca.	
1460-1470	
https://artg
allery.yale.e
du/collectio
ns/objects/
296		
54.	 1871.
53	
Andrea	del	
Castagno	
Penance	of	
Saint	Jerome	
1403-1477	 Wood	
(tempera	
on	panel)	
94.3	x	58.1	
x	1.9	cm	
Bartolomeo	di	
Giovanni,	ca.	
1500	
https://artg
allery.yale.e
du/collectio
ns/objects/
312		
55.	 1871.
33	
Dello	Delli	 Cassone	
panel,	with	
tournament	
in	the	square	
of	Santa	
Croce	
1372-1421	 Tempera	
(tempera	
on	panel)	
45.4	x	
153.4	x	3.8	
cm	
Apollonio	di	
Giovanni,	ca.	
1440	
https://artg
allery.yale.e
du/collectio
ns/objects/
290		
56.	 1871.
11	
Dello	Delli	 Saint	Martin	
of	Tours	
dividing	his	
cloak	with	a	
beggar	
1372-1421	 Tempera	
(tempera	
on	panel)	
29.8	x	20.3	
cm	
Ambrogio	
Lorenzetti,	ca.	
1340	
https://artg
allery.yale.e
du/collectio
ns/objects/
252		
57.	 1871.
35	
Paolo	Ucello	 Cassone	with	
Aeneas	at	
Carthage	
1389-1492	 Tempera	
(tempera	
on	panel)	
49.7	x	
161.9	x	5.4	
cm	
Apollonio	di	
Giovanni,	ca.	
1450	
https://artg
allery.yale.e
du/collectio
ns/objects/
292		
58.	 1871.
34	
Paolo	Ucello	 Cassone	with	
The	
Shipwreck	of	
Aeneas	
(companion	
to	57)	
1389-1492	 Tempera	
(tempera	
on	panel)	
50.17	x	
164.15	x	
6.03	cm	
Apollonio	di	
Giovanni,	ca.	
1450-60	
https://artg
allery.yale.e
du/collectio
ns/objects/
291		
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59.	 1871.
67	
Gentile	da	
Fabriano	
Cassone	with	
The	Triumph	
of	Love	/	An	
allegory	of	
Love	
1370-1450	 Wood	
(tempera	
on	panel)	
38.7	x	
146.3	x	1.4	
cm	
Paolo	Schiavo,	
ca.	1440	
https://artg
allery.yale.e
du/collectio
ns/objects/
328		
60.	 1871.
66	
Gentile	da	
Fabriano	
(signed)	
Virgin	and	
Child	
1370-1450	 Wood,	oil	
(tempera	
on	panel)	
91.8	x	62.8	
cm	
Gentile	da	
Fabriano,	ca.	
1420-24	
https://artg
allery.yale.e
du/collectio
ns/objects/
327		
61.	 1871.
36	
Style	of	
Piero	della	
Francesca	
Cassone	with	
the	meeting	
of	Solomon	
and	the	
Queen	of	
Sheba	
1398-1484	 Tempera	
(tempera	
on	panel)	
44.5	x	
150.5	x	3.2	
cm	
Apollonio	di	
Giovanni,	ca.	
1440-50	
https://artg
allery.yale.e
du/collectio
ns/objects/
293		
62.	 1871.
40	
Benozzo	
Gozzoli	
The	
Annunciation	
1424-1485	 Tempera	
(tempera	
on	panel)	
86.4	x	85.7	
cm	
Apollonio	di	
Giovanni,	ca.	
1455	
https://artg
allery.yale.e
du/collectio
ns/objects/
298		
63.	 1871.
45	
Masolino	da	
Panicale	
The	
Adoration	of	
the	Christ	
Child	with	
Saint	Francis	
of	Assisi	
receiving	the	
Stigmata;	
Tobias	and	
the	Angel;	
Saint	John	
the	Baptist	in	
the	
Wilderness;	
and	the	
Penitent	
Saint	Jerome	
About	1400-
1440	
Tempera	
(tempera	
on	panel)	
97.5	x	60.6	
cm	
Andrea	del	
Verrocchio;	
Biagio	
d’Antonio;	
ca.	1465-70	
https://artg
allery.yale.e
du/collectio
ns/objects/
303		
64.	 1871.
41	
Masaccio	 The	Birth	of	
Saint	John	
the	Baptist	
1402-1443	 Tempera	
(tempera	
on	panel)	
44	x	32.7	
cm	
Bartolomeo	
degli	Erri;	
Agnolo	degli	
Erri;	ca.	1470	
https://artg
allery.yale.e
du/collectio
ns/objects/
299		
65.	 1871.
68	
Fra	Filippo	
Lippi	
Penitent	
Saint	Jerome	
1412(?)-1469	 Tempera	
(tempera	
on	panel)	
48.6	x	30.5	
cm	
Fiorenzo	di	
Lorenzo,	ca.	
1485	
https://artg
allery.yale.e
du/collectio
ns/objects/
329		
66.	 1871.
43	
Fra	
Diamante	
Virgin	and	
Child	with	
Saint	
Catherine	
and	Angels	
1450	 Tempera	
(tempera	
on	panel)	
167.3	x	
92.1	cm	
Pseudo	Pier	
Francesco	
Fiorentino,	ca.	
1460	
https://artg
allery.yale.e
du/collectio
ns/objects/
301		
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67.	 1871.
46	
Cosimo	
Rosselli	
Virgin	and	
Child	with	
Angels	
seated	on	
clouds	
1416-1496	 Tempera	
(tempera	
on	panel)	
107.8	x	
67.3	cm	
Jacopo	del	
Sellaio,	ca.	
1485-90	
https://artg
allery.yale.e
du/collectio
ns/objects/
304		
68.	 1871.
48	
Piero	di	
Cosimo	
Actaeon	
turned	into	a	
stag	
1441-1524	 Tempera	
(tempera	
on	panel)	
55.6	x	
116.8	x	4.4	
cm	
Jacopo	del	
Sellaio,	ca.	1485	
https://artg
allery.yale.e
du/collectio
ns/objects/
306		
69.	 1871.
76	
Piero	di	
Cosimo	
Archangels	
Gabriel,	
Michael,	and	
Raphael	with	
Tobias	and	a	
female	donor	
1441-1521	 Tempera,	
oil	(oil	on	
wood)	
29.5	x	40	
cm	
Master	of	
Serumido,	ca.	
1520-25	
https://artg
allery.yale.e
du/collectio
ns/objects/
338		
70.	 1871.
71	
Francesco	
Squarcione	
The	Nativity	 1396-1474	 Wood	
(tempera	
on	panel	
transferred	
to	canvas)	
66	x	42.2	
cm	
Liberale	da	
Verona,	ca.	
1473	
https://artg
allery.yale.e
du/collectio
ns/objects/
333		
71.	 -	 Unknown,	
appears	to	
be	early	
German	
school	
Tabernacle	
with	Saint	
Veronica	and	
a	Piéta	
About	1470	 Tempera	 20	x	32	
inches	
-	 -	
72.	 1871.
50	
Sandro	
Botticelli	
Virgin	and	
Child	
1437-1515	 Tempera	
(oil	on	
panel)	
83.2	x	55.5	
cm	
Alessandro	
Filipepi	
Botticelli,	ca.	
1485	
https://artg
allery.yale.e
du/collectio
ns/objects/
309		
73.	 1871.
47	
Fillipino	
Lippi	
Saint	
Sebastian	
1460-1505	 Tempera	
(tempera	
on	panel)	
128.3	x	
61.3	cm	
Gherardo	di	
Giovanni	del	
Fora,	1479	
https://artg
allery.yale.e
du/collectio
ns/objects/
305		
74.	 1871.
56	
Fillipino	
Lippi	
The	Dead	
Christ	/	The	
Crucifixion	
1460-1505	 Tempera	
(tempera	
on	panel)	
33.5	x	25.6	
cm	
Workshop	of	
Fra	Filippo	Lippi,	
ca.	1495	
https://artg
allery.yale.e
du/collectio
ns/objects/
316		
75.	 1871.
42	
Antonio	del	
Pollaiuolo	
Hercules	and	
Deianira	
1433-1498	 Tempera	
(oil	on	
panel	
transferred	
to	canvas)	
54.6	x	79.2	
cm	
Antonio	del	
Pollaiuolo,	ca.	
1475-80	
https://artg
allery.yale.e
du/collectio
ns/objects/
300	
76.		 1871.
63	
Piero	del	
Pollaiuolo	
The	
Annunciation	
1443-1496	 Tempera	
(tempera	
on	panel)	
49	x	128.5	x	
3.9	cm	
Neroccio	
de’Landi,	ca.	
1480	
https://artg
allery.yale.e
du/collectio
ns/objects/
324		
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77.	 1871.
55	
Andrea	
Verrocchio	
The	Baptism	
of	Christ	
1432-1488	 Wood	
(tempera	
on	canvas)	
64.3	x	
109.5	cm	
Workshop	of	
Lorenzo	di	
Credi,	ca.	1500	
https://artg
allery.yale.e
du/collectio
ns/objects/
315		
78.	 1871.
64	
Matteo	da	
Siena	
Madonna	
and	Child	
Around	1465	 Oil	
(tempera	
on	panel)	
107.2	x	66	x	
4.4	cm	
Benvenuto	di	
Giovanni	di	
Meo	del	
Guasta,	ca.	
1480-90	
https://artg
allery.yale.e
du/collectio
ns/objects/
325		
79.	 1871.
65	
Pinturicchio	 Tondo	with	
“Triumph	of	
Chastity”	/	
Love	bound	
by	maidens	
1454-1513	 Tempera	
(tempera	
on	panel)	
66.5	cm	 Benvenuto	di	
Giovanni	di	
Meo	del	
Guasta,	1497	
https://artg
allery.yale.e
du/collectio
ns/objects/
326		
80.	 1871.
69	
Luca	
Signorelli	
The	
Adoration	of	
the	Magi	
1441-1524	 Tempera	
(tempera	
and	oil	on	
panel)	
35	x	43.8	
cm	
Luca	Signorelli,	
ca.	1508	
https://artg
allery.yale.e
du/collectio
ns/objects/
330		
81.	 1871.
51	
Andrea	
Mantegna	
The	
Crucifixion	
1430-1506	 Tempera	
(tempera	
on	panel)	
55.2	x	38.4	
cm	
Biagio	
d’Antonio,	ca.	
1480	
https://artg
allery.yale.e
du/collectio
ns/objects/
310		
82.	 -	 Lorenzo	di	
Credi	
The	
Annunciation	
1508	 Wood	 12	x	16	
inches	
-	 -	
83.	 1871.
54	
Lorenzo	di	
Credi	
The	
Crucifixion,	
companion	
to	82	
1508	 Wood	
(tempera	
on	panel)	
30.9	x	22.4	
cm	
Workshop	of	
Lorenzo	di	
Credi,	ca.	1510	
https://artg
allery.yale.e
du/collectio
ns/objects/
313		
84.	 1871.
49	
Lorenzo	di	
Credi	
The	Creation	
of	Adam	and	
Eve	
1455-1531	 Tempera	
(oil	or	
tempera	on	
canvas)	
78.4	x	
155.6	cm	
Master	of	
Apollo	and	
Daphne,	ca.	
1500	
https://artg
allery.yale.e
du/collectio
ns/objects/
307		
85.	 -	 Lorenzo	di	
Credi	
Altarpiece	
with	
Madonna	
and	Child;	
Saint	
Sebastian;	
Saint	James	
of	
Compostella	
1455-1531	 Tempera	 60	x	67	
inches	
-	 -	
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86.	 -	 Domenico	
Ghirlandajo	
Ex-voto	with	
Madonna	
and	Child	
1450-1495	 Tempera	 14	x	24	
inches	
-	 -	
87.	 1871.
52	
Domenico	
Ghirlandajo	
Portrait	of	a	
Lady	
1450-1495	 Fresco	on	
tile	(fresco	
on	a	tile	
base)	
64.93	x	
53.82	x	
6.99	cm	
Follower	of	
Domenico	
Ghirlandaio,	ca.	
1490	
https://artg
allery.yale.e
du/collectio
ns/objects/
311		
88.	 1871.
91	
Girolamo	
Cotignola	
Saint	
Sebastian	
1475-1550	 Wood	
(tempera	
on	panel)	
70.1	x	51	
cm	
Follower	of	
Lorenzo	di	
Credi,	ca.	1510	
https://artg
allery.yale.e
du/collectio
ns/objects/
355		
89.	 1871.
74	
Fra	
Bartolomeo	
Pietà	 1468-1517	 Oil	(oil	on	
wood)	
195	x	166	
cm	
Giovanni	di	
Lorenzo	Larciani	
(Master	of	the	
Kress	
Landscapes),	ca.	
1520	
https://artg
allery.yale.e
du/collectio
ns/objects/
336		
90.	 1871.
77	
Mariotto	
Albertinelli	
Angel	in	
adoration	
1470-1512	 Oil	(oil	on	
wood)	
119.3	x	
57.6	cm	
Giovanni	
Antonio	di	
Francesco	
Sogliani,	ca.	
1510	
https://artg
allery.yale.e
du/collectio
ns/objects/
339		
91.	 1871.
118	
Mariotto	
Albertinelli	
Virgin	in	the	
egg	
Early	16th	
century	
Oil	(oil	on	
wood)	
67.5	x	54.4	
x	2.5	cm	
Unknown	artist;	
Spanish,	ca.	
1650	
https://artg
allery.yale.e
du/collectio
ns/objects/
261		
92.	 1871.
72	
Francesco	
Francia	
Raibolini	
Portrait	of	a	
Lady	with	a	
Rabbit	
1450-1517	 Oil	(oil	on	
panel)	
57.5	x	44.6	
cm	
Ridolpho	
Ghirlandaio,	ca.	
1508	
https://artg
allery.yale.e
du/collectio
ns/objects/
334		
93.	 1916.
779	
Leonardo	da	
Vinci	
Madonna	
and	Child	
1452-1519	 Oil	(oil	on	
wood)	
57.5	x	47	x	
4	cm	
School	of	
Leonardo	da	
Vinci,	ca.	1500	
http://www
.clevelanda
rt.org/art/1
916.779?f[0
]=field_art_
credit_line
%3AHolden
%20Collecti
on		
94.	 1871.
93	
Pietro	
Vannucci	
(Perugino)	
The	Baptism	
of	Christ	
1446-1524	 Oil	
(tempera	
on	panel)	
54.6	x	41.9	
cm	
Follower	of	
Perugino,	
possibly	
Sinibaldi	Ibi,	ca.	
1510	
https://artg
allery.yale.e
du/collectio
ns/objects/
357		
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95.	 1871.
119	
Raphael	
Sanzio	
The	Dead	
Christ	
supported	by	
Joseph	of	
Arimathaea	
1483-1520	 Wood	(oil	
on	wood)	
76	x	60	cm	 Copy	after	
Perugino,	19th	
century	
https://artg
allery.yale.e
du/collectio
ns/objects/
262		
96.	 1871.
92	
Lo	Spagna	
(Giovanni	
Spagnuolo)	
Virgin	and	
Child	with	
Saints	
1500-1530	 Oil	(oil	on	
panel)	
54.5	x	34.1	
cm	
Giovanni	
Battista	
Bertucci	the	
Elder,	ca.	1505	
https://artg
allery.yale.e
du/collectio
ns/objects/
356		
97.	 1871.
75	
Vannucchi	
(Andrea	del	
Sarto)	
Virgin	and	
Child	
1488-1530	 Fresco	
(fresco	
transferred	
to	canvas)	
72.1	x	53.6	
cm	
Domenico	
Puligo,	ca.	
1515-20	
https://artg
allery.yale.e
du/collectio
ns/objects/
337		
98.	 -	 Vannucchi	
(Andrea	del	
Sarto)	
Altarpiece	
with	
Madonna	
and	Child	
with	Santa	
Anna	and	
other	saints	
1488-1530	 Oil	 56	x	72	
inches	
-	 -	
99.		 1871.
80	
Unknown	 Dead	Christ	
with	Joseph	
of	Arimathea	
-	 Oil	(oil	on	
canvas)	
72	x	59	cm	 Andrea	del	
Sarto;	possibly	a	
copy	after	
Giovanni	
Antonio	di	
Francesco	
Sogliani;	ca.	
1530	
https://artg
allery.yale.e
du/collectio
ns/objects/
343		
100.	 1871.
89	
Franciabigio	 The	
Adoration	of	
the	Magi	
1483-1524	 Panel	(oil	
on	wood)	
94.6	x	83.8	
cm	
Unknown	artist,	
ca.	1515-25	
https://artg
allery.yale.e
du/collectio
ns/objects/
344		
101.	 1871.
89	
Bazzi	
(Sodoma)	
Christ	
bearing	the	
Cross	
1474-1544	 Oil	(oil	on	
panel)	
65.3	x	47	
cm	
Marco	Bigio,	ca.	
1530	
https://artg
allery.yale.e
du/collectio
ns/objects/
352		
102.	 1871.
88	
Bazzi	
(Sodoma)	
Virgin	and	
Child	with	
Saints	John,	
Catherine	
and	
Bernardino	
of	Siena	
1474-1544	 Oil	(oil	on	
panel)	
99.5	x	69.5	
cm	
Bartolomeo	
Neroni	(Il	
Riccio),	follower	
of	Sodoma,	ca.	
1565	
https://artg
allery.yale.e
du/collectio
ns/objects/
351		
103.	 1871.
79	
Pontormo	 The	
Martyrdom	
of	Theban	
Legion	
1493-1558	 Oil	(oil	on	
panel)	
68.3	x	73	
cm	
Unknown,	copy	
after	Pontormo,	
ca.	1550	
https://artg
allery.yale.e
du/collectio
ns/objects/
341		
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104.	 1871.
73	
Ridolfo	
Ghirlandajo	
Virgin	and	
Child	with	
Saints	
Jerome	and	
Vincent	
Ferrer	
1485-1560	 Oil	(oil	on	
panel)	
208.9	x	
205.1	x	3.5	
cm	
Piero	di	Cosimo,	
ca.	1508	
https://artg
allery.yale.e
du/collectio
ns/objects/
335		
105.	 -	 Ridolfo	
Ghirlandajo	
Two	angels	
singing	
1485-1560	 Oil	 26	x	36	
inches	
-	 -	
106.	 1871.
97	
Giovanni	
Bellini	
Saint	Peter	 1425-1516	 Oil	(oil	on	
canvas,	
possibly	
transferred	
from	panel)	
137.6	x	
52.9	cm	
Girolamo	da	
Santacroce,	ca.	
1540	
https://artg
allery.yale.e
du/collectio
ns/objects/
361		
107.	 1871.
95	
Barbarelli	
Giorgione	
The	
Circumcision	
of	Christ	
1478-1511	 Oil	(oil	on	
panel)	
36.8	x	79.4	
x	3.2	cm	
Titian,	ca.	1506-
07	
https://artg
allery.yale.e
du/collectio
ns/objects/
359		
108.	 1871.
96	
Barbarelli	
Giorgione	
Venetian	
Nobleman	
and	two	
women	
A.D.	1500	 Oil	(oil	on	
panel)	
68.7	x	71.7	
cm	
Giovanni	
Cariani,	ca.	
1520-30	
https://artg
allery.yale.e
du/collectio
ns/objects/
360		
109.	 -	 School	of	
Giovanni	
Bellini	
Portrait	of	
Cassandra	
Fedele	
-	 Oil	 20	x	28	
inches	
-	 -	
110.	 1871.
94	
Marco	
Basaïti	
Virgin	and	
Child	with	
Saints	and	
Donors	
1470-1520	 Oil	(oil	on	
panel)	
63.8	x	99.1	
cm	
Pietro	degli	
Ingannati,	ca.	
1505	
https://artg
allery.yale.e
du/collectio
ns/objects/
358		
111.	 1871.
90	
Domenico	
Becafumi	
(Meccherini)	
The	Ecstasy	
of	Saint	
Catherine	of	
Siena	
1484-1549	 Oil	(oil	on	
panel)	
56.8	x	41	
cm	
Sodoma,	ca.	
1530-35	
https://artg
allery.yale.e
du/collectio
ns/objects/
354		
112.	 -	 Domenico	
Becafumi	
(Meccherini)	
Scenes	from	
the	Life	of	
Moses	
1484-1549	 Tempera		 30	x	60	
inches	
-	 -	
113.	 -	 Domenico	
Becafumi	
(Meccherini)	
Scenes	from	
the	Life	of	
Moses	
1484-1549	 Tempera	 30	x	60	
inches	
-	 -	
	 106	
114.	 1871.
101	
Marcello	
Venusti	
The	Holy	
Family	
1550	 Oil	(oil	on	
wood)	
53.7	x	40.7	
cm	
Marcello	
Venusti,	ca.	
1570	
https://artg
allery.yale.e
du/collectio
ns/objects/
243		
115.	 1871.
82	
Georgio	
Vasari	
Lucretia	 1512-1574	 Oil	(oil	on	
wood)	
81.2	x	65.4	
cm	
Michele	Tosini	
(Michele	di	
Ridolfo);	or	
Carlo	Portelli;	ca	
1550	
https://artg
allery.yale.e
du/collectio
ns/objects/
345		
116.	 1871.
85	
Unknown,	
School	of	
Andrea	del	
Sarto	
Portrait	of	
Dante	
Alighieri	
About	1525	 Oil	(oil	on	
panel)	
70.8	x	56.4	
x	5.1	cm	
Unknown	artist,	
ca.	1550	
https://artg
allery.yale.e
du/collectio
ns/objects/
348		
117.	 -	 Cesare	da	
Sesto	
Portrait	of	a	
lady	
1512	 Oil	 30	x	40	
inches	
-	 -	
118.	 -	 Cesare	da	
Sesto	
Madonna	
and	Child	
1512	 Oil	 30	x	24	
inches	
-	 -	
119.	 1871.
98	
Sebastian	
del	Piombo	
Portrait	of	a	
Lady	(Vittoria	
Colonna?)	
1485-1547	 Oil	(oil	on	
panel)	
64.5	x	48.3	
cm	
Pier	Francesco	
Foschi,	ca.	1530	
https://artg
allery.yale.e
du/collectio
ns/objects/
362		
120.	 -	 Angelo	Allori	
(Bronzino)	
Portrait	of	a	
Medici	
Princess	
1502-1571	 Oil	 32	x	63	
inches	
-	 -	
121.	 -	 Angelo	Allori	
(Bronzino)	
The	
Annunciation	
1502-1571	 Canvas	 60	x	100	
inches	
-	 -	
122.	 -	 Marco	
Palmezzano	
Saints	Peter,	
Paul,	and	
Leonard	
1513-1537	 Wood	 48	x	60	
inches	
-	 -	
123.	 1871.
78	
Pontormo	 Portrait	of	
Cosimo	de	
Medici	
1493-1558	 Oil	(oil	on	
wood)	
61.5	x	47.3	
cm	
Unknown	artist,	
copy	after	
Bronzino	or	
Pontormo,	after	
1569	
https://artg
allery.yale.e
du/collectio
ns/objects/
340		
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124.	 1871.
83	
Paris	
Bordone	
Portrait	of	
Bianca	
Capella,	
mistress	of	
Duke	
Ferdinand	
de’Medici	
1513-1588	 Oil	(oil	on	
panel)	
60	x	44	cm	 Workshop	of	
Alessandro	
Allori,	ca.	1580	
https://artg
allery.yale.e
du/collectio
ns/objects/
346		
125.	 1871.
87	
Unknown	 Portrait	of	
Fernando	
Cortez	
About	1530	 Oil	(oil	on	
panel)	
65.3	x	52.9	
cm	
Cristofano	
dell’Altissimo,	
ca.	1575	
https://artg
allery.yale.e
du/collectio
ns/objects/
350		
126.	 1871.
86	
Cristofano	
Altissimo	
Portrait	of	
Amerigo	
Vespucci	
-	 Oil	(oil	on	
panel	
transferred	
to	canvas)	
56.5	x	45.4	
cm	
Cristofano	
dell’Altissimo,	
ca.	1575	
https://artg
allery.yale.e
du/collectio
ns/objects/
349		
127.	 1871.
84	
Jacopo	del	
Ponte	
Portrait	of	
Piero	Strozzi	
-	 Oil	(oil	on	
panel)	
58	x	42	cm	 School	of	
Angolo	
Bronzino,	ca.	
1575	
https://artg
allery.yale.e
du/collectio
ns/objects/
347		
128.	 1871.
116	
Hans	
Holbein	
Portrait	of	
Charles	V	
1498-1554	 Oil	(oil	on	
wood)	
45	x	31.6	
cm	
Copy	after	
Anton	Mor,	n.d.	
https://artg
allery.yale.e
du/collectio
ns/objects/
259		
129.	 1871.
106	
Unknown	 Portrait	of	
Pope	
Clement	VIII	
or	IX	
-	 Oil	(oil	on	
canvas)	
66.7	x	53.3	
cm	
School	of	Carlo	
Maratti,	ca.	
1665-70	
https://artg
allery.yale.e
du/collectio
ns/objects/
248		
130.	 1871.
103	
Guido	(Reni)	 Saint	Joseph	
and	the	
Infant	Christ	
1575-1642	 Wood	(oil	
on	wood)	
26.2	x	16.5	
cm	
Unknown	artist,	
copy	after	
Guido	Reni,	18th	
century	
https://artg
allery.yale.e
du/collectio
ns/objects/
245		
131.	 1871.
114	
Albert	Durer	 Head	of	the	
Dead	Christ	
1471-1528	 Wood	(oil	
on	panel)	
27.5	cm	 Quentin	
Massys,	ca.	
1530	
https://artg
allery.yale.e
du/collectio
ns/objects/
257		
132.	 -	 Unknown,	
German	
The	
Crucifixion	
1587	 Oil	 28	x	36	
inches	
-	 -	
133.	 1871.
115	
Peter	
Breughel	
The	
Procession	to	
Calvary	
1510-1570	 Oil	(oil	on	
panel)	
30.5	x	42.7	
cm	
Jan	Wellens	de	
Cock,	ca.	1520-
25	
https://artg
allery.yale.e
du/collectio
ns/objects/
258		
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134.	 1871.
104	
Zampieri	
Domenico	
(Domenichin
o)		
Artemisia,	
the	widow	of	
Mausolus	
1581-1640	 Oil	(oil	on	
canvas)	
114.9	x	
92.7	x	2.5	
cm	
Unknown,	ca.	
1630	
https://artg
allery.yale.e
du/collectio
ns/objects/
246		
135.	 1871.
107	
Diego	
Velasquez	
Portrait	of	a	
Spanish	
Military	
Commander	
1594-1660	 Oil	(oil	on	
canvas)	
191.2	x	
161.6	cm	
Unknown,	
possibly	
follower	of	
Velázquez,	ca.	
1690	
https://artg
allery.yale.e
du/collectio
ns/objects/
249		
136.	 -	 Esteban	
Murillo	
Andalusian	
girl	gathering	
fruit	
1613-1682	 Oil	 40	x	64	
inches	
-	 -	
137.	 1871.
99	
Paolo	
Calliari,	
Veronese	
The	
Crucifixion	
1532-1588	 Oil	(oil	on	
canvas,	
relined)	
107.8	x	
87.7	cm	
Copy	after	
Veronese,	ca.	
1560	
https://artg
allery.yale.e
du/collectio
ns/objects/
363		
138.		 1871.
100	
Paolo	
Calliari,	
Veronese	
Christ	in	
Glory	
appearing	to	
Saints	Peter	
and	Paul	
1532-1588	 Oil	(oil	on	
canvas)	
132.5	x	
63.3	cm	
Copy	after	
Veronese,	ca.	
1550	
https://artg
allery.yale.e
du/collectio
ns/objects/
242		
139.	 -	 Peter	Paul	
Rubens	
The	
Crucifixion	
1577-1640	 Oil	 24	x	36	
inches	
-	 -	
140.	 -	 Salvator	
Rosa	
Landscape	
with	figures	
fishing	
1598-1641	 Oil	 56	x	44	
inches	
-	 -	
141.	 -	 Unknown,	
Bolognese	
School	
Mater	
Dolorosa	
About	1650	 Oil	 40	x	60	
inches	
-	 -	
142.	 -	 Bolognese	
School	
Madonna	
and	Child	
with	Saint	
John	
About	1650	 Canvas	 38	x	44	
inches	
-	 -	
143.	 1871.
117	
Agostino	
Carracci	
Venal	Love	 1558	 Canvas	(oil	
on	canvas)	
101	x	156.2	
cm	
Unknown	artist,	
ca.	1590	
https://artg
allery.yale.e
du/collectio
ns/objects/
260		
144.	 -	 Unknown	
artist,	
German	
Landscape	 17th	century	 Canvas	 55	x	65	
inches	
-	 -	
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145.		 -	 Francois	
Gerard	
Portrait	of	
Charles	X	
1770-1837	 Oil	 Oval,	no	
measureme
nts	
-	 -	
-	 1871.
102	
Guido	Reni	
(attribution	
1868	cat.)	
Venus,	Juno,	
and	Minerva,	
with	Cupid	
-	 Canvas	 130.18	x	
168.86	cm	
Giovanni	
Andrea	Sirano,	
imitator	of	
Guido	Reni,	ca.	
1650	
https://artg
allery.yale.e
du/collectio
ns/objects/
244		
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Fig.	1.	Bartolomé	Esteban	Murillo,	The	Immaculate	Conception	of	Los	Venerables,	ca.	1678.	Oil	on	
canvas,	274	x	90	cm.	Museo	del	Prado,	Madrid,	P002809.	
Fig.	2.	Heinrich	Wilhelm	Schweickhardt,	Skaters	on	the	Canal,	1779.	Oil	on	canvas,	71	x	98	cm.	
Musée	du	Louvre,	Paris,	INV	1837.	
Fig.	3.	Title	page	to	the	Descriptive	catalogue	of	“old	masters”	collected	by	James	J.	Jarves	to	
illustrate	the	history	of	painting	from	A.D.	1200	to	the	best	periods	of	Italian	art	and	deposited	in	the	
“Institute	of	Fine	Arts”	625,	Broadway,	New	York.	Published	1860	by	H.	O.	Houghton	&	Co.	
Fig.	4.	Page	42	of	the	Descriptive	catalogue,	1860.		
Fig.	5.	Unknown	artist,	The	Annunciation,	ca.	1420.	[Jarves	1860,	no.	4:	Unknown	Byzantine	artist,	ca.	
1200.]	Tempera	on	wood,	19	x	14.1	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	
1871.109.	
Fig.	6.	Unknown	artist,	Madonna	and	Child,	ca.	1420.	[Jarves	1860,	no.	5:	Unknown	Byzantine	artist,	
13th/14th	century.]	Tempera	on	wood.	44.2	x	35.2	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.110.	
Fig.	7.	Circle	of	Bonaventura	Berlinghieri,	The	Crucifixion;	Deposition;	Entombment,	ca.	1230.	[Jarves	
1860,	no.	9:	Early	Italian	artist,	9-13th	century.]	Tempera	on	panel,	37.2	x	36	cm	(per	panel).	Jarves	
Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.1a-c.	
Fig.	8.	Master	of	Varlungo,	Madonna	and	Child,	with	Saints	John	the	Baptist,	James,	Peter,	and	
Francis,	ca.	1290.	[Jarves	1860,	no.	14:	Cimabue,	1240-1302.]	Tempera	on	panel,	55.88	x	172.9	cm.	
Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.5.	
Fig.	9.	Taddeo	Gaddi,	Entombment,	ca.	1335-40.	[Jarves	1860,	no.	16:	Giotto,	1276-1336.]	Tempera	
on	panel,	116	x	76.3	x	1.8	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.8.	
Fig.	10.	Lorenzo	Monaco,	Crucifixion,	ca.	1415-1420.	[Jarves	1860,	no.	17:	Giotto,	1276-1336.]	
Tempera	and	gold	on	poplar,	63.5	x	37.2	x	0.7	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	1871.24.	
Fig.	11.	Andrea	di	Cione	(Orcagna),	Saint	John	the	Baptist,	ca.	1355-60.	[Jarves	1860,	no.	34:	Orcagna,	
1329-1389.]	Tempera	on	panel,	99.4	x	40	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	1871.14.	
Fig.	12.	Nardo	di	Cione,	Saint	Peter,	ca.	1355-60.	[Jarves	1860,	no.	35:	Orcagna,	1329-1389.]	Jarves	
Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.13.	
Fig.	13.	Zanobi	di	Benedetto	Strozzi,	Saints	Zenobius,	Francis	and	Anthony	of	Padua,	ca.	1445-50.	
[Jarves	1860,	no.	41:	Fra	Angelico,	1387-1457.]	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	1871.31.	
Fig.	14.	Apollonio	di	Giovanni,	Tournament	in	the	square	of	Santa	Croce,	ca.	1440.	[Jarves	1860,	no.	
55:	Dello	Delli,	1372-1421.]	Tempera	on	panel,	45.4	x	153.4	x	3.8	cm.	Jarves	Collection,	Yale	
University	Art	Gallery,	New	Haven,	1871.33.	
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Fig.	15.	Apollonio	di	Giovanni,	Aeneas	at	Carthage,	ca.	1450.	[Jarves	1860,	no.	57:	Paolo	Ucello,	
1389-1492.]	Tempera	on	panel,	49.7	x	161.9	x	5.4	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.35.	
Fig.	16.	Apollonio	di	Giovanni,	The	Shipwreck	of	Aeneas,	ca.	1450-60.	[Jarves	1860,	no.	58:	Paolo	
Ucello,	1389-1492.]	Tempera	on	panel,	50.17	x	164.15	x	6.03	cm.	Jarves	Collection,	Yale	University	
Art	Gallery,	New	Haven,	1871.34.	
Fig.	17.	Apollonio	di	Giovanni,	The	meeting	of	Solomon	and	the	Queen	of	Sheba,	ca.	1440-50.	[Jarves	
1860,	no.	61:	Style	of	Piero	della	Francesca,	1398-1484.]	Tempera	on	panel,	44.5	x	150.5	x	3.2	cm.	
Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.36.	
Fig.	18.	Neri	di	Bicci,	A	scene	from	the	Legend	of	Saint	Nicholas	of	Bari,	ca.	1460-70.	[Jarves	1860,	no.	
53:	Neri	di	Bicci,	1419-1486.]	Tempera	on	panel,	30.8	x	30.5	cm.	Jarves	Collection,	Yale	University	Art	
Gallery,	New	Haven,	1871.39.	
Fig.	19.	Bartolomeo	degli	Erri	and	Agnolo	degli	Erri,	The	Birth	of	Saint	John	the	Baptist,	ca.	1470.	
[Jarves	1860,	no.	64:	Masaccio,	1402-1443.]	Tempera	on	panel,	44	x	32.7	cm.	Jarves	Collection,	Yale	
University	Art	Gallery,	New	Haven,	1871.41.		
Fig.	20.	Neroccio	de’Landi,	The	Annunciation,	ca.	1480.	[Jarves	1860,	no.	76:	Piero	del	Pollaiuolo,	
1443-1496.]	Tempera	on	panel,	49	x	128.5	x	3.9	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.63.	
Fig.	21.	Fiorenzo	di	Lorenzo,	Penitent	Saint	Jerome,	ca.	1485.	[Jarves	1860,	no.	65:	Fra	Filippo	Lippi,	
1412-1469.]	Tempera	on	panel,	48.6	x	30.5	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	1871.68.	
Fig.	22.	Sandro	Botticelli,	Virgin	and	Child,	ca.	1485.	[Jarves	1860,	no.	72:	Sandro	Botticelli,	1437-
1515.]	Oil	on	panel,	83.2	x	55.5	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	
1871.50.	
Fig.	23.	Gherardo	di	Giovanni	del	Fora,	Saint	Sebastian,	1479.	[Jarves	1860,	no.	73:	Fillipino	Lippi,	
1460-1505.]	Tempera	on	panel,	128.3	x	61.3	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	1871.47.	
Fig.	24.	Gentile	da	Fabriano,	Virgin	and	Child,	ca.	1420-24.	[Jarves	1860,	no.	60:	Gentile	da	Fabriano,	
1370-1450.]	Tempera	on	panel,	91.8	x	62.8	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	
Haven,	New	Haven,	1871.66.	
Fig.	25.	Antonio	del	Pollaiuolo,	Hercules	and	Deianira,	ca.	1475-80.	Jarves	1860,	no.	75:	Antonio	del	
Pollaiuolo,	1433-1498.	Oil	on	panel,	transferred	to	canvas,	54.6	x	79.2	cm.	Jarves	Collection,	Yale	
University	Art	Gallery,	New	Haven,	1871.42.	
Fig.	26.	Pseudo	Pier	Francesco	Fiorentino,	Virgin	and	Child	with	Saint	Catherine	and	Angels,	ca.	1460.	
[Jarves	1860,	no.	66:	Fra	Diamante,	1450.]	Tempera	on	panel,	167.3	x	92.1	cm.	Jarves	Collection,	Yale	
University	Art	Gallery,	New	Haven,	1871.43.	
Fig.	27.	School	of	Leonardo	da	Vinci,	Madonna	and	Child,	ca.	1500.	[Jarves	1860,	no.	93:	Leonardo	da	
Vinci,	1452-1519.]	Oil	on	wood,	57.5	x	47	x	4	cm.	Holden	Collection,	Cleveland	Museum	of	Art,	
Cleveland,	1916.779.	
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Fig.	28.	Copy	after	Perugino,	The	Dead	Christ	supported	by	Joseph	of	Arimathaea,	19th	century.	
[Jarves	1860,	no.	95:	Raphael	Sanzio,	1483-1520.]	Oil	on	wood,	76	x	60	cm.	Jarves	Collection,	Yale	
University	Art	Gallery,	New	Haven,	1871.119.	
Fig.	29.	Follower	of	Lorenzo	di	Credi,	Saint	Sebastian,	ca.	1510.	[Jarves	1860,	no.	88:	Girolamo	
Cotignola,	1475-1550.]	Tempera	on	panel,	70.1	x	51	cm.	Jarves	Collection,	Yale	University	Art	
Gallery,	New	Haven,	1871.91.	
Fig.	30.	Giovanni	Antonio	di	Francesco	Sogliani,	Angel	in	adoration,	ca.	1510.	[Jarves	1860,	no.	90:	
Mariotto	Albertinelli,	1470-1512.]	Oil	on	wood,	119.3	x	57.6	cm.	Jarves	Collection,	Yale	University	Art	
Gallery,	New	Haven,	1871.77.	
Fig.	31.	Unknown	Spanish	artist,	Virgin	in	the	egg,	1650.	[Jarves	1860,	no.	91:	Mariotto	Albertinelli,	
early	16th	century.]	oil	on	wood,	67.5	x	54.4	x	2.5	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.118.	
Fig.	32.	Follower	of	Perugino,	possibly	Sinibaldi	Ibi,	The	Baptism	of	Christ,	ca.	1510.	[Jarves	1860,	no.	
94:	Perugino,	1446-1524.]	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.93.	
Fig.	33.	Perugino	(studio	of),	Pièta	(after	the	Albizzi	Pietà),	1497.	Tempera	and	oil	on	wood,	75	x	60	
cm.	State	Pushkin	Museum	of	Art,	Moskow,	INV	184.	
Fig.	34.	Raphael	Sanzio,	The	Crucified	Christ	with	the	Virgin	Mary,	Saints	and	Angels	(Mond	
Crucifixion),	ca.	1502-3.	Oil	on	poplar,	283.3	x	167.3	cm.	The	National	Gallery,	London,	NG3943.	
Fig.	35.	Luca	Signorelli,	The	Adoration	of	the	Magi,	ca.	1508.	[Jarves	1860,	no.	80:	Luca	Signorelli,	
1441-1524.]	Tempera	and	oil	on	panel,	55.2	x	38.4	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.69.	
Fig.	36.	Marcello	Venusti,	The	Holy	Family,	ca.	1570.	[Jarves	1860,	no.	114:	Marcello	Venusti,	1550.]	
Oil	on	wood,	53.7	x	40.7	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.101.	
Fig.	37.	Unknown	artist,	Portrait	of	Dante	Alighieri,	ca.	1550.	[Jarves	1860,	no.	116:	unknown,	school	
of	Andrea	del	Sarto,	ca.	1525.]	Oil	on	panel,	70.8	x	56.4	x	5.1	cm.	Jarves	Collection,	Yale	University	
Art	Gallery,	New	Haven,	1871.85.	
Fig.	38.	Copy	after	Bronzino	or	Pontormo,	Portrait	of	Cosimo	de	Medici,	after	1569.	[Jarves	1860,	no.	
123:	Pontormo,	1493-1558.]	Oil	on	wood,	61.5	x	47.3	cm.	Jarves	Collection,	Yale	University	Art	
Gallery,	New	Haven,	1871.78.	
Fig.	39	Copy	after	Anton	Mor,	Portrait	of	Charles	V,	n.d.	[Jarves	1860,	no.	128:	Hans	Holbein,	1498-
1554.]	Oil	on	wood,	45	x	31.6	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	
1871.116.	
Fig.	40.	Quentin	Massys,	Head	of	the	Dead	Christ,	ca.	1530.	[Jarves	1860,	no.	131:	Albert	Durer,	
1471-1528.]	Oil	on	panel,	27.5	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	New	Haven,	
1871.114.	
Fig.	41.	Jan	Wellens	de	Cock,	The	Procession	to	Calvary,	ca.	1520-25.	[Jarves	1860,	no.	113:	Peter	
Breughel,	1510-1570.]	Oil	on	panel,	30.5	x	42.7	cm.	Jarves	Collection,	Yale	University	Art	Gallery,	
New	Haven,	1871.115.	
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Fig.	42.	Unknown	artist,	possibly	a	follower	of	Velázquez,	Portrait	of	a	Spanish	Military	Commander,	
ca.	1690.	[Jarves	1860,	no.	135:	Diego	Velásquez,	1594-1660.]	Oil	on	canvas,	191.2	x	161.6	cm.	Jarves	
Collection,	Yale	University	Art	Gallery,	New	Haven,	1871.107.	
Fig.	43.	Title	page	Art-Hints,	Architecture,	Sculpture	and	Painting.	Published	1855	by	Harper	&	
Brothers.	
Fig.	44.	Title	page	Art	Studies:	The	“Old	Masters”	of	Italy;	Painting.	Published	1861	by	Derby	and	
Jackson.	
Fig.	45.	“List	of	copperplate	Illustrations”	from	Art	Studies:	The	“Old	Masters”	of	Italy;	Painting.	
Published	1861	by	Derby	and	Jackson.	Pages	xi-xii.	
Fig.	46.	“Plate	J.”	from	Art	Studies:	Art	Studies:	The	“Old	Masters”	of	Italy;	Painting.	Published	1861	
by	Derby	and	Jackson.	Opposite	page	288.	
Fig.	47.	“Plate	K.”	from	Art	Studies:	The	“Old	Masters”	of	Italy;	Painting.	Published	1861	by	Derby	
and	Jackson.	Opposite	page	333.	
Fig.	48.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southwest	view.	Before	1878.	
Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	49.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view.	After	1887.	
Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	50.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view.	After	1887.	
Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	51.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view.	After	1887.	
Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	52.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view.	After	1887.	
Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	53.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southwest	view;	inserted	
catalogue	numbers	of	displayed	works.	Before	1878.	Street	Hall,	Yale	University,	Photographs	(RU	
698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	54.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	southeast	view;	inserted	
catalogue	numbers	of	displayed	works.	After	1887.	Street	Hall,	Yale	University,	Photographs	(RU	
698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	55.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view;	inserted	
catalogue	numbers	of	displayed	works.	After	1887.	Street	Hall,	Yale	University,	Photographs	(RU	
698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	56.	Photograph	of	the	interior	of	the	North	Gallery	of	Street	Hall,	northwest	view;	inserted	
catalogue	numbers	of	displayed	works.	After	1887.	Street	Hall,	Yale	University,	Photographs	(RU	
698).	Manuscripts	and	Archives,	Yale	University	Library.	
Fig.	57.	Architectural	drawing	of	the	floor	map	of	Street	Hall,	with	the	North	Gallery	(or	Jarves	
Gallery)	on	the	left	side.	Street	Hall,	Yale	University,	Photographs	(RU	698).	Manuscripts	and	
Archives,	Yale	University	Library.	
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